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ABSTRACT 
This thesis formulates the ideas of colour, form, raga, rasa and 
raagmala ethos, apart from placing them in the context of Deccan 
and Rajasthan Schools of raagmala painting. It also includes 
examples of the application of these formulations in the reading of 
colour and form, including their comparative studies, focusing 
attention on some Deccan eqd Rajastha'n raagmala illustrations. 
These formulations form the substance of this Abstract. 
Paintings which deal with the visual depiction of the primary 
rasa, emotion or sentiment in musical modes, are termed raagmala 
paintings. Each raga has a primary sentiment which is sung in the 
raga, and visualized in a painting. The emotive quality is the rasa. 
Significance of rasa is made manifest in poetry, music and painting. 
Rasa determines the emotion of the raga. It is of nine kinds and 
covers almost all varieties of emotion. Action as well as reactions of 
the nayika in different seasons, and the time of the day are depicted. 
Nayika herself was sourced from Bharat's natya shastra, a dance-
drama, therefore, one of raagmala painting primary feature was 
taxonomic characterization. The manifestation of the particular rasa 
is equally important in the depiction of the raga or ragini. 
Added to this, were the dhyana formula and the Sanskrit 
quatrains that provided the pictorial representation of Indian 
melodies. Sufi poetry, together with bhakti sentiments and prakrit 
languages, also contributed in building up the ethos of raagmala 
painting. But both musical and poetic versions of raagmala are 
centuries old. Raagmala texts, according to Gangoli, provided 
detailed visual pictures of a particular raga or ragini. Raagmala 
treatises in the North had become a tradition. Ratanmala, Sangeet-
mala, Sangeet-darpana, Raga vivodha, are good examples. Raga and 
raginis contemplations were also written by Ibrahim Adil Shah-II in 
Kitab-i-Nauras in the Deccan. 
Emergence of paper as the surface to be painted had its impact 
also. Its use made brush-work more elaborate and detailed. The 
supple and vigorous line, for which Indian art, and more particularly, 
a miniature is reputed, helped make the miniature painting more 
appealing and refined. And so, miniature illustrations in India 
flourished, as did the raagmala miniature painting, so much so, that 
by the sixteenth century it had acquired enough importance to be 
recognized as a genre on its own. 
The established notions of a raga, namely, the microtones, the 
vadi, vivadi and annuvadi, which in translation are sonant, consonant 
and dissonant, blended and matched with the wavelengths of colour. 
The similarity and resemblance between music and colour affect both 
the eye and the ear drum. Gosvami presumes this correspondence as 
motor center excitations. Also, the seven notes in Indian music go 
with the seven colours. This, association as Gosvami says, was itself 
an ancient Indian practice. And so, Indian musicologists, from 
ancient times, have had their seven notes of music go along with 
seven colours. Both, Gangoly and Gosvami describe the theory of 
colour and music well. Gangoly writes of-
...the seven colours answering to the seven notes of 
the musical scale. 
Even rasa, i.e., the emotive quality of a raga, has seven 
colours associated with it. A particular emotion has an appropriate 
colour for it. Havell provides a list of colours with its corresponding 
emotion. However, there was a specific technique used to mix 
colours in India. A procedure was required to give colours variety, 
and shade, to give quality to a miniature, and more particularly, a 
raagmala miniature. 
Colour has many qualities. It has the potential to attract and 
appeal. However, colour is personal and its appeal is different for 
different people and different cultures. Today, after research on the 
construction and the functions of the human eye and the responses 
and reactions to light, one comes to understand that what is being 
said at present, was earlier practiced without this knowledge. The 
new information that Whelan gives is that the 'retina simultaneously 
mixes and sorts these reflected colours into thousands of tints and 
shades'. 
Wavelength of colour and music are similar. Quoting Kohala, 
Gosvami says that in ancient days, Indian painters had to store in 
memory sound images, rhythms and tones. Moreover, it is rasa that 
becomes the link, entwining colour and music. This apart, in Indian 
art, various genres re-inforce each other. Thus, poetry and music get 
illustrated in painting. In any case, the Indian art-thrust has its initial 
propulsion and later momentum from its solid foundation in legend, 
myth and religion. Sound itself was supposed to originate from 
Brahma. Furthermore, in India, there has always been a tendency to 
deify ideas, emotions and even music. Consequently, the fact that 
music, poetry and painting got associated was hardly thought strange. 
Added to these conventions of colour and music in raagmala 
paintings, is also the concept of form. Form is explained as 'total 
structure' in its widest sense. Form is created in an artist's mind as a 
'mental image'. The artist's perception gets materialized into a 
'form' via a line. Indian miniature art is known for its sensuous 
outline. This line possesses suppleness, rhythm and strength, which 
give to form mythic dimensions. This archaic and definite outline 
acts as the basic 'language' of form. Along with this, Indian art has 
its own principles. Balram Srivastava writes of the 'six limbs' which 
Yashodhar prescribes to art in this context. An Indian artist had, 
since ancient days, to follow these principles while visualizing a 
painting. 
Form is created in an artist's mind as a 'mental image'. The 
intellect, as well as, emotional involvement is required. 
Coomarswamy says that Indian art is divided into segments which are 
kama-loka, the sphere of phenomenal appearance; rupa-loka, the 
sphere of ideal form; and arupa-loka, the sphere beyond form. These 
segments help the artist concentrate on rupa, for rupa-loka determines 
the select kind of the form-manifest. The image-form is spiritual and 
divine. It has to transcend the world of illusion, i.e., maya has to 
reach 'the real'. 
Further still, feelings get associated with a particular object, 
image, or form, and an aesthetic develops. In the Indian context, 
form merges into the ultimate form, which is sublime. Ffom 
abstraction through dhyana, the artist arrives at a rupa (form) which 
is personified as a deity. Thus it is, that according to Havell 'Indian 
art soars into the empyrean' and tries to bring to earth something of 
the beauty above. They are visualized as dhyana rupa and formulated 
as iconographies. 
In a raagmala painting, dhyana is a matter of contemplating a 
deity-form. The form-manifests, in a raga/ ragini contemplation, 
become the myth and legend in the particular raagmala painting. 
Significantly, the visualized 'form' possesses the required 
iconography of the emotions of a raga/ragini. The aesthetic adds 
pleasure to it. This is, however, contrary to Western understanding of 
music, and thus Langer, would not agree. For, Langer believes 
'significant form' can be felt but not defined. To feel 'significant 
form' requires 'objective feeling', that is, any kind of semantic given 
to music becomes a drag upon it. The emphasis in the West is on 
'note structure' and on an 'individual tone'. On the contrary, Indian 
music, through its dhyana formulae can not only incarnate a deity but 
also visualize it, rasa or emotion being the prime factor. 
These impulses and responses inherent in a raga were exploited 
in colour-line and-form dramaturgy, to help visualize a raagmala 
painting. The two Schools, i.e., Deccan and Rajasthan are two 
examples of it. The Deccan School, had in fact Ibrahim Adil Shah II 
to establish the tradition of the painting of a raga. Nirmala Joshi says 
that even as Akbar was the instrument of historical forces of change 
in terms of a renaissance in the North, so was Ibrahim Adil Shah II in 
the South working for a Hindu-Muslim fusion. However, the 
Rajasthan School had its own modus-operandi. In Rajasthan, a 
School of thought had come to exist, for, Vaishnavism provided love 
themes. Love-themes, thus, became popular. They acted as a boon for 
the raagmala ethos. The characteristic Indian tradition was to re-
inforce different genres. And so, the raagmala miniature got both its 
theme and content. Colour and Form exhibit and express the emotive 
quality of a raga, extremely well. The supple, vigorous and archaic 
line, for which a miniature is famous, gets finely executed. Colour-
schemes got applied according to emotive values. Rich and lush, 
light and dark colours were used to generate the emotions of the 
raga. Rhythmic forms and bright colour-tones helped intensify the 
raagmala miniature painting. And so, by looking at a raagmala 
painting, the particular raga was thought recognized. 
The thesis has tried to attend to the nomenclature of the 
expression raagmala also. It has tried to understand this 
nomenclature as a semantic. For, how could an abstract phenomenon 
like a raga be ever painted? In any case, a raga was a process and a 
movement, always at flow, and attempts at its visualization, as a 
painting, would mean holding it still, at a particular point in its flow. 
However, the persistent question was just at what point was it to be 
held still? May be, this attempt to arrest its flow would be when it 
was at its acme. But, however was that to be done? And what would 
happen if these ragas as sound-forms were to be put in a series, i.e., 
made into a mala or garland? How would a whole string of ragas be 
visualized and at what points in their flow and that too in a sequence, 
one after the other? It was easy enough to call or consider a raga a 
flower, and, a series of them a garland. However, how was this to be 
done? It was at this stage that the piece on raagmala in 
Coomarasway's Rajput Paintings, helped solve the problem. For, 
what Cootnarasway said was that each raga had to it a specific 
emotion or sentiment, and it was this that the painter visualized in a 
particular human situation. Thus, the painter gave to a specific 
human context painterly attention in terms of colour, form, and line. 
In due course of time, the concept of dhyana was also understood. 
Therefore, what gets painted then is the specific emotional burden 
that is present in a raga as sonal dramaturgy, which itself was a 
dhyana or contemplation. Consequently, if we speak of raagmala it is 
to be understood as a series of visualizations of a set of the specific 
sentiment or emotion of some ragas, each visualization a separate 
painterly effort, and, a sequence of such painterly efforts, as separate 
visualizations, were called a raagmala. As centuries passed, the 
nomenclature raagmala came to be applied not only to a series or a 
string of these painted visualizations, but came to include even one 
such painting as a raagmala example. 
This entire material has been spread over an Introduction and 
Five Chapters. The introduction calls itself 'initial formulations' 
and tries to understand a raagmala painting apart from making early 
forays into the Deccan and Rajasthan ethos of the raagmala genre. 
The First Cliapter is on raagmala ethos itself, the Second on raga, 
ragini and rasa. The Third Chapter is on the two Schools. Fourth 
and Fifth Chapters after formulating the themes of colour and form 
try to read raagmala examples from each School for the use of colour 
and form in them. Depending on availability the Fourth Chajpter 
reads sixteen ragini examples, eight from each school, individually 
and separately, for their colour and form. The Final Chapter makes 
it a Comparative Study of Colour and Form, reading the six main 
ragas from both Schools first, and then eleven ragini examples from 
each school. 
The thesis concludes after focusing on fifty raagmala 
illustrations. The readings can not be final, because no two persons 
ever respond in similar ways to a work of art, much less to the 
raagmala genre. 
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INTRODUCTION 
Let us call this 'initial formulations'; because, the word 
'ragamala' as a gewre-nomenclature needs clarification. Let us, 
therefore, begin with a simple question. Whatever is after all a 
ragamala! Poetry and religious texts can be visualized as paintings 
or a series of paintings, but how a raga, and still more, many ragas 
together? 
That clarification was necessary too, because the dhyan concept 
had yet to be understood. And so had the fact that sound-patterns 
could be thought divine! And not only that, there was the proposition 
of a neyeka-nayika-bhed, of shringar rasa and of a nayika with 
myriad moods, and, of the theme of romantic emotion being called 
rasa; also, that there could be rasa or emotive values. Furthermore, 
that the theme of love had a range-spread which spanned the secular 
and the spiritual. Also, there were to be nayikas, gopis, sakhis, 
yakshis and yoginis, and Radha and Krishna and finally, Raas Lilu, 
that ecstatic heavenly dance brimful of spiritual love. There were 
aesthetes like Bharata who v^roie Natyashastra for plays of male and 
female characters. And, there v/ere poets like Nandadas, who having 
had a profound love-experience, could not only, trail the family of the 
beautiful woman he had fallen in love with, but who could, the love-
god having already struck,be initiated into bhakti by Vallabha-
charya, and sing peans of Krishna with equal and more emotional 
intensity. And,,Nandadas was not alone in this. He. had forebears of 
the fame of Jayadeva, Bhanudatta and Keshavdas. Bhagvata Purana 
t h 
in the 9 century had sung early Vaishnav .eraotions, followed in that 
order by Geet-Govinda, Rasamanjari and Rasikpriya. This was the 
ethos. And as to the beauty of the female form, the lO"' century 
Rajshekhar play, Karpurmanjari, had even put it to a consistent and 
proper debate. The play had a king in li, argue with his court-jester, 
whether the unadorned youthful female body was itself not beautiful 
enough to need ornamentation as additional embellishment? Further 
still, the play was performed as part of a celebration of Vasant the 
Spring festival. Still more, the female character Karpurmanjari 
fascinated painters, as well as, sculptors. 
This ethos had to be read about and understood, for, till this 
had not been done, the questions, 'What was ragamala?', and 'How 
could a raga be painted? persisted. Coomarswamy helped see that 
there was neither any 'mystery' nor any 'confusion' about ragamala 
paintings. Rather, that ragamala paintings should not be made into a 
'mystery' , and, all 'confusion' about them should be removed.' But 
still, as already mentioned, the 'confusion' did persist and ragamala 
did remain a 'mystery' . For, how could an abstract phenomenon like 
a raga is ever painted? In any case, a raga was a process and a 
movement, always at flow, and attempts, at its visualization, as a 
painting, would mean holding it still at a particular point in its flow. 
The persistent question was just at v/hat point, was it to be held still? 
May be, this attempt to arrest its flow would be when it was at its 
acme! But, however was that to be done? And, what would happen if 
these ragas were put into a series, made into a mala, or garland, as it 
were! How would a whole string oi ragas be visualized, and, at what 
Coomaraswamy A, Rajput Painting . Vol (. Text, Motilal Banarsidas, Nev*/ Delhi 1976 p.67 d. 
points in their flow, and that too, one after the other? It was easy 
enough to call a raga a flower, and, a series of them a garland. 
However, how was this to be done? It was at this stage that the 
chapter on ragamala in Coomarswamy's Rajput Painting Vol I (Text) 
(1976) helped solves the problem. For, from Coomarswany it was 
confirmed that each raga had to it a specific sentiment or emotion. It 
was this that the painter visualized in a particular human situation, 
thus giving to it, a particular human context. In due course of time, 
the concept of dhyan was also understood. However, for the moment 
the immediate step was to hold on to Coomarswamy's way of putting 
it, that each raga had to it a specific sentiment or emotion. 
Therefore, in a ragamala painting it was this specific emotion that 
was visualized as transpiring in a human situation. What gets painted 
then is the specific emotional burden in a raga. Consequently, if we 
speak of a ragamala it is to be understood as a series of 
visualizations of a set of some ragas, the specific sentiment of each 
'raga, painted one after another. Each painted visualization will be 
different because each raga in the set will have a specific sentiment 
sonalized in its sound-drama. It is thus that Coomaraswamy speaks of 
unwarranted 'confusion' and unnecessary 'mystery' . And, 
Coomarswamy is quite matter of fact about the recognized sources of 
the ragamala genre. He names four— 
1. Folk-songs 
2. Poetical works 
3. Devotional songs of yogis 
4. The composition of professional musicians. 
- Ibid. p. 67 d. 
Further, that the origin of a raga is often indicated in the raga 
names. Thus, there are— 
1. raga pahari, 
2. raga hindola, 
3. raga jogi, and, 
4. raga-sarang\ 
Where pahar is a mountain, hindola a swing, jogi an ascetic, 
and Sarangdev, a musician. Also, seasons, and the time of the day, as 
well as, the effects of a raga give to a raga its name. Thus, there 
are— 
1. raga vasanta, and 
2. raga dipak 
Where vasant is the spring season, and dipak is the lamp that 
gets lighted as the effect of the raga when sung. 
Coomaraswamy concludes the paragraph re-iterating that each 
raga and ragini has a definite association— 
Thus it is that each raga and ragini has more or less 
definite associations. ' 
On the same page he writes of a trend from the seond half of 
the sixteenth century— 
.... from the second half of the 16"^ century, or even 
earlier onwards, it became a fashion to compose 
Ragamalas or sets of verses describing ragas and 
-' Ibid. p. 67 d. 
'ibid, 
^ Ibid. p. 67 d. 
raginis in Hindi and those works are constantly 
illustrated.'^ 
The sentence that follows also needs to be quoted as an 
immediate follow-up, but separately, to emphasize Coomaraswamy's 
apprehension of 'confusion'— 
Many of the illustrated Ragamalas are full of 
confusion but the early examples are more authentic 
and it would probably be easy to compile a 'correct' 
edition of the more important correct and frequent 
types.^ 
What follows is even more important, for, Coomaraswamy 
immediately after, in the first sentence of the next paragraph writes 
that 'mystery' about ragamalas is unnecessary— 
These illustrations have been made the subject of 
unnecessary mystery.* 
He had earlier written that if the mystery is about how one 
passion can be expressed in so many genres, then it should be made 
clear that art being expression of passion, different genres can 
express the same passion in their own ways— 
Nor is there any mystery; since art is essentially 
expression, it follows that one and the same passion 
may be expressed in every art.' 
The matter-of-fact tone of the author of Rajput Painting 
continues— 
'^  Ibid. p. 67 d. 
' ibid. 
^ Ibid. p. 66 
"Ibid. 
The representation of the best-known ragas is fairly 
constant.'° 
And Coomaronamy even lists the easily recogniz.able ragas, which 
for convinence are numbered below— 
1. bhairavi is a Shivapuja 
2. khambavati is a Bharama puja 
3. hindola is indicated by a swing 
scene 
4. tori is a woman playing veena, 
with a deer getting attracted by the 
music. 
5. dhansari shows a girl drawing the 
portrait of a man she knows and 
recognizes as her lover. 
6. vasanta is a dance or the 
representation of a Holi festival. 
7. megh malhar shows Krishna 
dancing in heavy rain 
8. gujari depicts a woman playing 
music to a peacock 
9. bibhasa is a love-scene, the man 
shooting a flower arrow from the 
bow of love." 
But when Coomaraswamy says that 'one and the same passion 
may be expressed in every art', some explaining needs to be done, 
for, in the specific Indian context, that was not only a possibility 
about almost a venerable practice. It was a practice, repeated and 
recurrent. It almost tantamounted, without conscious or organized 
effort, to a complementing and a re-enforcement of each genre, be it 
'° Ibid, 
" i b i d , p. 66 
'^Ibid. 
poetry, painting, music, sculpture, or architecture. This had a lot to 
do with the ancient Indian ethos of looking at Nature, Man and 
Woman in specific ways, and thereby, giving to philosophers, 
aesthetes and artists, the opportunity to work in complementary re-
assertions of ideas, feelings, emotions and passions. It was thus, that 
in the Indian context particularly 'one and the same passion got 
expressed in every art'.'^ 
It is the phenomenon of romantic love, secular as well as 
spiritual in Indian art, that has made this thesis focus first on 'the 
ragamala ethos' , and even its 'Hindu essence', for, there was almost 
a similar and very pervasive view of Nature, Man and Woman, and 
the way the three interacted, across the entire geographic expanse of 
the territory called 'India ' . There were interaction with the outside 
world too. How that interaction worked itself out in thought, 
religion, and art, shall also be focussed upon at its appropriate place. 
For the moment this idea of different genres, in Indian art, re-
enforcing and complementing each other shall be given a little more 
attention. Let us begin this effort with some questions in the context 
of Rajashekhar's Karpurmanjiri, and, ragini todi— 
Why could ragini todi be only be painted, and not 
sculpted al.so, when Karpurmanjari, a 10''' century 
play, was not only performed to celebrate spring, 
but, its leading female character Karpurmanjari, was 
painted as well as sculpted as an emblem of feminine 
beauty? 
'•' ib id. p. 66 
Ragini todi, as visualized by painters, can also be imagined and 
done in stone, bronze, or, even wood! It very well could! The fact of 
the matter is that Indian art does have its many genres: poetry, 
painting, sculpture, and, music and architecture, which often 
compliment and re-enforce each other. For, Indian art has always 
appeared to have expressed life as lived, that is, as an over-all 
experience with Man, Woman and Nature in full participation. And 
therefore, if ragini todi was only sung and painted and not sculpted, 
the reason lay in the fact that no patron, that is, ruler, king or rich 
merchant, ever thought of getting the sentiments of the various ragas 
sculpted also! 
In any case, ragini todi did find expression in three genres: 
poetry, music and painting, which in doing so, as is being repeatedly 
emphasized, re-enforced and complemented each other. Furthermore, 
illustrating religious texts was too an Indian tradition. The painted 
illustration had the text written either at the top, or, at the back of 
the painting, and the text enjoyed the prestige of a religious text. The 
painting along with the text, expressed in drawn and painted art, 
what the words could only subtly suggest. But then, the painter-artist 
had his freedom too, to use his imagination as best as possible. Very 
often a raga had poets giving words to it, and, these the painters 
painted as artfully as they could. 
From Coomaraswamy's 'one and the same passion' getting 
'expressed in every art ' , let us focus on the nature of that passion 
that in India found itself expressed in poetry, music , and painting. 
This would help understand the ramifications of the ragas themselves 
and of ragamala as a distinct Indian art-genre. Nayeka-nayika-bhed, 
shringara rasa, and raas lila, all in their respective ways deal with a 
single passion. It is the romantic emotion of love which has a range 
covering the entire colourful span between the secular and the 
spiritual. For the moment, only a few points shall help explain the 
situation. Thus, one very important point that helps understand a 
raga and ragamala is that sound itself was and is considered a divine 
phenomenon in India. Also, that a raga was a matter of dhyan, a 
focusing and concentration upon an image. Furthermore, that sound 
had patterns, permutations and combinations constructed out of its 
basic seven expressions, sa, re,ga,ma,pa, dha, and ni. Also, that all 
varieties of emotion can be expressed, including the most subtle, 
through the microtones or schrutis. Furtherstill, that the expression 
of the slightest nuance of an emotion, be it between man and woman 
or between a human being and divinity, was within the power of 
expression. Chapter three, under its caption Rasa Ragini and Rasa 
studies this phenomenon, with O.C. Gangoly as the primary source, 
as also, O.Goswamy's The Story of Indian Music. Finally, nayika-
bhed was itself quite an intriguing phenomenon, fascinating to its 
very core, given attention to by philosopher, aesthete, as well as, 
artist. Infact, a few words about the Bhagwata Purana would be apt 
at this juncture, and, being important shall be repeated later too. It 
would further help clarify a few ideas. First, that Bhagwata Purama, 
considered a 9"^  century early Vaishnav work, is a seminal text that 
sees 'the evolution of lilas of Krishna where he is the nayeka or the 
prototypical romantic hero and the gopis are the nayikas or romantic 
heroines'. ' ' ' Next, that its tenth text has Krishna lifting the 
"* Dehejia, Harsha V., The Vaishnava Ethos and Shingara Bhakti included in A Celebration of Love (ed., 
Govardhan to inaugurate 'the ethos of shringara bhakti', 
admonishing 'the people of vraj not to become a prey to the 
ritualistic Vedic worship but instead engage in a more humanistic 
dharma of love^\ And that, while still remaining within Hindu 
orthodoxy the Bhagwata Purana sounded an anti-Vedic note, a move 
that was, to 'encourage and buttress shringara bhakti'}^ Bhagwata 
Purana was 'a text that was to become the fountain head of two 
I 7 
major Vaishnav sects, the Pushti marg and the Gaudiya'. 
But then, little can be said about Krishna without Radha, for, 
she being a woman, was in Hindu religious tradition 'the preferred 
gender.' Madhu Khanna in an article refers to this. According to 
Khanna, dharma shastras outlined the role and conduct of men, 
giving men 'rights and privileges' that invested them with 'authority 
and power'. That helped run the state. What of matters other than 
this? Particularly, in the Gaudiya tradition, therefore, the exemplar is 
not the male, but the female, who is 'the ultimate divinity': she is 
exalted as 'the blissful energy'. In the tradition of divine love she is 
'the principal idol'. She it is who is 'the longing of the human 
soul'.'^ In Vaishnav sadhna practice, the human soul strives for 
spiritual evolution, and is therefore conceived of as a woman, 'a 
celestial energy of the divine'. She is the supreme Nayika. 
According to Steven J. Rosen, the mahamantra is a prayer to Radha. 
Harsha V. Dhejia, Roli Books, New Delhi, 2004, p. 288. 
'Mbid.p.288 
"'Ibid. 
" Ibid. p. 290 
'^  Khanna, M., The Construction of Feminity in Gaudiya Vaishnavism, included in A Celebration of Love 
(ed., Harsha V. Dehejia), Roli Books, New Delhi, 2004 p.245. 
19 ibid, p.245 
-" Ibid, p. 246 
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She is 'purna shakt\ or the most complete form of divine feminine 
energy'.^' She is infact, 'the divine matrix.' The manjri-bhav is a 
unique sadhna in Gaudiya Vaishavisin. And finally, the asht-
nayekas, abhisarika, vasaksajja, utkanthita, khandita, vipralabdha, 
kalahantarita, prositbharitrika, and svadhinbhar-trika, correspond to 
the various moods of the divine Radha.^^ 
Therefore, love is the theme, the prime romantic passion, the 
highest rasa, what then if paens be not sung to it in ragasl That is, in 
ragas that differentiate, as they are sung among the subtle varieties 
of separation and union, and, v^hat if ragamalas be not painted in its 
praise, be it secular or religious. The first chapter, therefore, gives 
detailed attention to two primary areas; nayek-nayika, and shringara 
rasa, and barahmasa. The same chapter provides the literature on the 
subject that got illustrated by painters. But then, there was a five 
hundred years' and more, of Muslim presence also, very long before 
Babur- the Mughal reached India, in 1525. Thus, Amir Khusro, who 
was born in the thirteen century in India and lived till 1325, could, 
apart from the music he contributed to, tell how the dialect in and 
around Delhi changed every so many miles!? And Daud's Chandyan 
was written in 1374-79, and Qutban's Mrigavati in 1506, and Jaisi's 
Padmavat in 1504. These too have been noticed in their appropriate 
places in the thesis, for, they too contributed considerably to India's 
cultural heritage. 
"' Rosen, Steven J., Shri Radha: The Supreme Nayika of Gaudiya Vaishnavism. included in A Celebration 
of Love (ed., Harsha V. Dehejia), Roll Booi^ s, New Delhi, 2004 p.231. 
22 Ibid. p. 234 
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As Geeti Sen says that 'the rich sensibility born of the earth' 
does not restrict itself either to religion or to court— 
The rich sensibility that is born of the earth that 
responds to elements did not reserve itself to the 
Hindu religion, or for that matter restricted itself 
merely to the court. Folk and popular versions of 
ragamala paintings do abound. ^^  
Infact, Geeti Sen goes on to write on Ibrahim Adil Shah II, 
whose passion for music she says was 'proverbial'— 
In the South one of the greatest of patrons of music 
and of the arts was Ibrahim Adil Shah H of Bijapur. 24 
She quotes Zuhuri, the poet who took up residence at Ibrahim 
Adil Shah II's court. Zuhuri says that the king 'excelled' the painter 
in painting, and was 'an expert calligraphist',, but he treated his 
excellences 'as the effect' and 'music as the cause'. The king had a 
palace built and furnished for the residence of expert musicians. 
Ibrahim Shah II's Kitab-i- Navras, a book of songs in Deccani Hindi 
thus contains— 
Numerous descriptions of raga and raginis with 
accounts of their moods, activities and attributes. 25 
'A most exquisite rendering' of raga hindola is at the National 
Museum, Delhi, and says Geti Sen, 'belongs to a remarkable set of 
'^ Sen, Geeti, An Art Historian on Ragamala Painting: Music Transformed into Images, included in Aspects 
of Indian Music (ed., Sunati Mutatkar) Sangeet Natak Akademy, Hope. India Publications, 
Gurgoan, 2006 P. 33 
'•^  Ibid. p. 2,x-
' ' Ibid. p.33 
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ragamalas from Deccan ' . It would be appropriate to quote Sen entire 
on this late 16"^ century remarkable set of ragamala p a i n t i n g s -
Completed in the late 16"" century these have been 
assigned by some scholar's to Bijapur. The lovers, 
suffused in saffron clothes are seated on a swing 
decorated with tunj bejeweled blue flowers. The 
mango trees above them are shooting out white 
blossoms against a pale gold sky. Before them stands 
an attendant with a vina and a bucket is placed with 
two spray gives for playing Holi. The verve and 
vibrancy of the painting results from colours and 
flowers that seem sprinkled, as it were, over the 
whole page.^^ 
Sen writes of Nasiruddin and Sahibudin, two painters, saying 
that 'some of the earliest ragamala paintings at the Rajput courts are 
by Muslim artists'. She says— 
Nasiruddin is the sole artist of a bold and vibrant set 
painted at Chawand the interim capital of Mewar 
state in the year AD 1605. In AD. 1628 another 
ragamala series at Mewar was commissioned from 
Sahibuddin, who later worked on a Ramayana series 
in Udaipur in AD 1649." 
On recent evidence, Sen s a y s -
More recently, the inscription on a ragamala set 
mentions the fact that it was commissioned at chunar 
26 [bid.p.32-
''Ibid. p. 33 
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from three artists who had been trained at the 
Mughal court of the emperor Akbar.'^* 
That leaves Ebeling and Mittal to be considered for their 
respective points of view, at the appropriate places. Ebeling focusses 
on a solid four centuries old Rajasthani iconographic ragamala 
tradition and discounts Ibrahim Adil Shah II's contribution 'as a 
single, lone, individual interest in the arts',^^ and Mittal, who while 
refering to Ebeling,^° without contradicting him, says that the Deccan 
too had a parallel ragamala painting tradition of a three and a half 
century life-span, from the late 16"^  until the 19"^  centuries.^' 
After all this, what we have is a vast reservoir of possibilities 
laid open and bare, for an aesthete's delight, a poet's imagery, a 
sculptor's hammer and chisel, as, well as a musicians' schruties, and, 
a painter's brush and paint. Line, colour, form, patterns and 
permutations and combinations, thereafter, await the ail-too 
beckoning nayika. There are then, umpteen physical, emotional and 
spiritual subtlies to poemize, cut and chisel into stone, sing as a 
raga, and give line, colour and form to, as a painting. The nayika as 
Radha, could be the very principle, the female principle on which a 
world-view focusses all Universe. The nayika and her nayika-bhed, 
her shringara rasa, her exploits with the nayeka, her innocence, her 
passion, and, her longing for the joy of a union, or, her trauma of a 
separation, could each be a veritable store-house, a vast repertoire 
30 
ibid.p. '^nr 
Ebeling, K, Ragamala Painting. (New Delhi) 1973 p. 157 
Mittal, J. The Nayika of the Deccan included in A Celebration of Love (ed., Harsha V. Dehejia) Roli 
Books, New Delhi, 2004 p. 175, 
" Ibid. p. 174 
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for artists of various genres to choose from and exert both 
imagination and talent upon. Raga-ragini musicians and ragamala 
painters, therefore, could not have ever fallen short, either of content 
or material, both being forever available at the nayika's door of that 
palatial institution called rasa raja. 
Thus too, there could be rasa or emotive-values which the 
sonal-dramaturgy of the primary sentiment of a raga, in its subtle 
rendering, communicate. In common perception, ragas, raginis and 
ragaputras have mere names likes bageshwari, jaunpuri, malhar, 
darbari, or Kedar, However, in scholarly perception they have 
dhyana procedures and iconographies and are even put into tabular 
forms. The iconography will be described and discussed at 
appropriate occasions in the thesis, however, given below in tabular 
form is an accepted iconography, which Ebeling in his book calls the 
Hanuman's System. There are only minor differences with other 
iconographic systems. The table shows that there are six ragas, and 
each raga has five raginis: 
Hanuman 's System 32 
s. 
No 
1. 
2. 
3. 
4. 
5. 
6. 
Raga 
Bhairav 
Malkaus 
Hindol 
Dipak 
Sri 
Megho 
Madhumadhvi 
Todi 
Vilaval 
Kedari 
Vasant 
Malhar 
Ragini 
Bhairav 
Khambavati 
Ranbiri 
K aim da 
Maru 
Desakari 
Bengali 
Gauri 
Desakh 
Desi 
Malsari 
Bhupali 
Varari 
Gunkali 
Patmanjari 
Kammodi 
Dhasisika 
Gurgari 
Sandha 
Kakubo 
Lalita 
Nat 
Asavari 
Tank a 
Ebeding, K., Op. cit. p.lS'l 
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But then, Geeti Sen needs to be quoted again as she prefers 
caution on the question of iconographies-
Having suggested the fact that there is a given 
iconography to each raga and ragini, we must be 
cautioned vsith the fact that ail paintings do not 
necessarily hold on to one identical image.''^ 
Geeti Sen's article entitled An Art-Historian on Ragamala 
Paintings: Music Transformed into Image, is both perceptive and 
informative. The sub-title to her article is Music Transformed into 
Image. In relation to this sub-title, in particular, she asks a question 
and answers it herself. Her question is— 
How can sound be translated into visual image. 
And her answer is as follows— 
The relationship is not new. To cite just one 
instance, the Devanagri script is a graphic 
abstraction of sound: each letter of the alphabet is 
concerned as a phonetic symbol."^^ 
Sen also gives a very interesting example of how the various 
genres in Indian art are related, narrating the story of a Raja who 
wanted to learn the art of painting. The story is from 
Vishnudharmottaram. To learn to paint the Raja was told he must 
know how to sculpt, that is, 'to mould figures in plastic volume'. But 
to sculpt, he had to learn the principles of dance, that is, 'stimulated 
movement and gesture'. To learn the rhythm of dance, he should have 
'" Sen, Geeti, Op. cit. p. 126 
'""ibid. p. 126 
^'Ibid. p. 120 
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had full appreciation of music, and, music has 'its natural inspiration 
in poetry'. Thus, concludes Sen— 
Thus he learnt that to be accomplished in one of the 
arts, he had to be informed and skilled in each of 
them. ' ' 
While earlier, sound was related to visual image by Geeti Sen, 
a paragraph later, raga was related to colour, and, colour to emotion 
and passion. For the Sanskrit of raga is ranja which means to colour; 
so that 'raga literally means 'colouring'. And with reference to 
music, it means colouring or influencing the mind 'with a definite 
emotive response', inflaming it, infact, to a state of passion— 
With reference to music, it implies some means 
being used to 'colour ' or influence the mind with a 
definite emotive response-to inflame it with a certain 
passion." 
Now Susanne Langer, in Philosophy in a New Key, considering 
music as 'pure form' would not quite agree to put the least emotive 
drag upon music. With a penchant for 'significant form', where 
'form' could be 'felt', but the feeling is best left undefined, Langer 
has her own understanding of music. She classifies 'feeling' as 
'subjective' and 'objective', and wants one to 'feel' form putting 
'objective feeling' to use^^. 
Sen's article is however, as has been noted, perceptive and very 
informative, making point after point, staccato fashion, as it were. 
•'' Ibid, 
" Ibid. p. 120 
"'^  Langer, Sussane K, Philosophy in a New Key, Haryard Uniyersity press, 1974 p. 238-241. 
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Thus, she describes how the emotive response to music is achieved in 
a raga, so much so, that ' through the play of ragas, the entire range 
of human emotions can be exper ienced ' . Sen explains the response to 
music— 
...this response is achieved by the selective and 
sequence of musical notes: by a particular 
combination of the seven notes of the octave. This 
structure must consist of at least five notes, or it 
may compose of all the seven notes.^' 
And then, each raga is dist inguished by its dominat ing note 
from other ragas. Sen explains— 
The essence of each individual raga, distinguishing it 
from other ragas, lies in the emphasis of a 
dominating note called vadisvara and avoidance of 
certain dissonant note called vivadi. ''" 
It is this combinat ion of notes that arouses rasa or emotion; 
and thus, the play of ragas covers the entire range of human 
emotions— 
This combination of notes, it is believed, evokes 
within us patterns of joy, of sorrow, of love, of hope, 
of isolation, of anger, of penitence, of heroism. 
Indian music has ' i ts own specific m y t h o l o g y ' . Sen writes 
about the Indian predi lect ion for p e r s o n i f i c a t i o n -
Given the Indian predilection for personification of 
rivers, of trees, of the sun and Himalayas, it is not 
•"'Sen,Geeti,Op. cit. p.l20 
*lbid.p.l20 
" Ibid. p. 12! 
difficult to perceive how these modes of music came 
to be personified, or rather characterized in pictorial 
images/" 
And, therefore, she says— 
The emotive genius of each raga or ragini, the 
dominant note, becomes its presiding deity, its 
svaradevata/ ' ' 
Then, there are the nayika and nayeka, in given dramaturgic 
situations of seasons, places, times and emotions— 
The hero and heroine (nayika, nayek) appear in given 
situations, seasons, places- in a forest, before a 
shrine, besides a river, outside the bedchambers-to 
enact their part as though in a dramatic situation that 
may well be observed on stage, to evoke within us 
the appropriate response to the music as experienced 
through the painting. '*'' 
On classification of nayikas on the basis of different states of 
emotion and situation, Geeti Sen remarks that it may become 'an 
obsession'. Earlier Sen had cautioned on iconographies: 
...the classification of the nayika in her different 
moods and situations become the obsession...'"' 
« Ibid. 
"Mbid. p. 120 
''ibid. p. 121 
'Mbid.p. 126 
'"Ibid. p. 122 
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Chapter-I 
The Raagmala Ethos 
As already stated in the Introduction, the word raga is derived 
from the Sansicrit root ranja which means 'to be dyed or coloured, to 
glow, to have the feelings roused'. Gangoly says in the Introduction 
to his book that it is a peculiar conception, mistranslated as a tune, 
key, or air; literally it is something that 'colours or tinges the mind'. 
O.C. Gangoly was also quoted as having written— 
Those are called ragas by Bharata and other sages by 
which the hearts of all the beings in the three worlds 
are coloured and pleased^ 
In the context of the word raga, what get associated are colour, 
emotion and sound. First, emotion and colour. A glow sets on. Colour 
takes or relinquishes a shade because emotion is touched being taxed, 
emphasized or elated. Also, raga is sound appropriated to expressed 
rasa or an emotive value and its subtle variations. Thus, there comes 
along association and more association. Colour, Emotion and Sound 
now come together. Given more context in terms of youth, 
temperament, time, place and season, their poetry, and, the latter's 
illustration as a painting, what we arrive at is a raga's ethos. Further 
still, given many ragas and the primary sentiment of each, and next 
after that, the primary sentiment of each raga painted separately, one 
after the other, what we shall arrive at finally will be a set or series 
of visualization of the primary emotion or sentiment of as many ragas 
done sequentially. This set, series or sequence of visualization will 
Gangoly, O.C. Ragas and Raginis, Nalanda Books, on India and the Art, 1947, p.3. 
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be called a raagmala. This having been done for centuries the 
practice evolved to call even a single visualization of the primary 
emotion or sentiment of a single raga, a raagmala 
Nayika-bhed and shringara rasa, as it shall be abundantly 
clear later in the chapter, will have their basis in a person's age, 
temperament, situation, time, place and even season. It shall also he 
sufficiently clear how each single context shall have an emotive 
value called rasa. The entire scenario will lend itself to taxonomies 
or classifications, and of course, an appropriate Sanskrit 
nomenclature. Of their details sufficient lists shall follow. However, 
other cultures, particularly of the West, will not respond with 
understanding to this interpretation of poetry, music and painting 
taken together? May be, poetry and painting will be conceded a 
rapport, but about the association of music with them, there could be 
reservations! In any case, Sussanne Langer does have reservations, as 
we shall soon see. 
To, O. Gosvami, this would not come as a surprise, for, in The 
Story of Indian Music, he makes the following remark-
It should, however, be stated straight away that no 
one people are fit to judge the nature and extent of 
the emotion of any music other than their ownl 
This he says, 'is true of all the arts, but is particularly true in 
the case of music' ... 
But Gosvami does quote Yehudi Menuhin from The Times of 
India, April, 15, 1953, where Menuhin describes 'the Indian listener' 
• Gosvami, 0., The Story of Indian Music: Its Growth and Synthesis. Asia Publishing House, Bombay 
(1961) p. 250. 
^ Ibid. 
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as a person 'who can appreciate twenty different shades of blue, and 
twenty different shades of red'". On the other hand, according to 
Menuhin— 
The Westerner is accustomed to an enormous 
painting with yellow, green, red and every other 
colour which completely dazzle him and carry him 
away .^ 
What matter therefore, are full notes, not their subtle 
inflections. Menuhin even explains this predicament-
Indian music requires more concentrated meditation, 
a more introspective element. It requires an audience 
to forget about time, and material achievements and 
calls for a clearing of the mind. This is an attitude of 
mind difficult for a Westerner*. 
For Westerners, Indian music says Gosvami, 'is to a certain 
extent repetitive'. Gosvami explains, saying 'each time the 
inflection' is only 'a little different', that is, it is not repetition. This 
aspect needs focussed attention. 
But then, Gosvami quotes Clement from Elements of Indian 
Music, after saying that 'Indian music is a continuous road to 
evolution'. A note-for-note identical repetition, is therefore, 
impossible in Indian music. Clement knows repetition would be 
anathema for an Indian musician— 
"* Menuhin, Yehundi, The Times of India, April 15, 1953, quoted in Gosvami, Op.cit. p.247 
'Ibid. 
* Ibid. 
22 
To ask the Indian musician to produce accurately a 
note-for-note identical reproduction of any rendering 
is to expect something which to him is anathema'. 
According to Gosvami, Western musicians 'concentrate on the 
centre of each note of a scale; their ears will not tolerate any 
o 
variation from this central point '. The Western musician 'strides 
from note to note' , the Eastern musician 'glides' in between. The 
West isolates each note making notes separate individualities which 
have only 'an outer relationship' and do not have 'any vital bond'. 
Indians never separate notes 'from the evolving process', and 
proceed with 'the natural growth of the sound'^. 
Thus sound, as Indian musicians know it, is constituted of three 
elements— 
...the fundamental, the evolving process of an 
ascenional nature and the secondary sounds known as 
overtones'". 
Indian music is thus a dynamic and not a static phenomenon, as 
Gosvami remarks, in which 'overtones represent the various stages 
reached by the sonorous element in the process of its evolution, 
moving in mathematical progression towards a pitch when it no more 
remains audible'. 
A little more material needs to be referred to in Gosvami so as 
to help understand Indian music still better. He uses the metaphor of 
' Clement, Elements of Indian Music, quoted in Gosvami, Op.cit. p. 244. 
• Ibid. p. 244 
'Ibid. 
'"Ibid. 
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' the family t i e ' , which is absent in Western music, as it is ' in family 
11 l i fe ' . For the West, says Gosvami-
...a note neither has ancestors to which it can look 
for its source nor has any successors to which it can 
look for continuance of the line. The family tie 
between the notes is thus lacking, as it is in the 
family life of the West'l 
In the East, as Gosvami writes, this is not so-
Here every being is attached to his ancestors by a 
thousand and one bonds and equally so to his 
children and thus each individual is a milestone, as it 
were, on the road to evolution'^ 
According to the author of The Story of Indian Music, a similar 
bond exists in the concept of ' the musical note'— 
A similar familial bond exists, therefore, in the 
concept of the musical note too. In India it is a 
sonorous fluid in ascension from the fundamental 
(ancestor) to the overtones (successors) leading to 
successive octaves as from one generation to 
another'''. 
And notes are brought together in various patterns— 
....in which a certain number of overtones embody a 
certain type of relationship...called modes or Raga, 
each having its proper season, day and hour of 
performance'^. 
" Ibid. 244-245 
'^  Ibid. p. 244 
'' Ibid. p. 245 
'^bid. 
'^  Ibid. p. 245 
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And when sung in this fashion, continues Gosvami— 
When so performed the Raga is believed to have the 
power to move the elements in nature, in man and in 
animal'*. 
These being the two different music scenarios in the West, and, 
in the East, it would seem proper to accept that 'emotive-vaiue' will 
be an element in Eastern music, and emotion would not be considered 
a drag on 'pure sound' putting unnecessary shackles upon it. Susanne 
Langer,. as referred to earlier would indeed consider emotion a drag 
on pure music.''' The full reference to Langer shall soon be made. 
As a consequence, emotion or rasa, bending value and variety 
to a raga, and to taxonomies or classifications of nayika-bhed 
become a priority. 
The nayaka-nayika phenomenon is both secular, as well as, 
religious. In Vaishnav perception, it may culminate at its acme in 
raas-lila, the eternal dance of innocence and ecstasy at the rasa-
mandala, which the gods too descend from the heavens to witness. 
But, in ordinary perception it may take dramaturgic-form, whence 
deeming obsession with a classification of the nayika and nayika-
bhed absolutely necessary. Primarily, there are eight categories 
among nayikas, which in Vaishnav ideology are all forms of Radha. 
In secular terminology, it is a classification that would best suit a 
natya shastra or principles of characterization in a drama. The 
secular, as well as, the religious perceptions are both available to 
poetry, music and painting in Deccan, as also, FLajasthan raagmala 
painting. In the Deccan, the use o^ nayika classification and shringar 
" Ibid. p. 245 
" Langer, Sussanne K, Op.cit p. 238-241. 
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rasa is both for allegorical purposes, as well as, straightforward 
secular ones, as is evident from the poetry on the subject in the 
Deccan. In the Rajasthan raagmala tradition, folk and shringar rasa, 
as well as, bhakti are obvious and abundant. In the Deccan raagmala 
tradition also, the darbar, and divine allegory are constant features. 
This, Jagdish Mittal, Aditya Bhel and S.C. Shobha abundantly clarify 
and shall be referred to again. 
The nayika is fundamental to India's traditional art experience. 
Infact, the concept is central to Hindu philosophy, the female 
principle being basic to it. The idea has brilliant variety, so that one 
often needs to strategize, be it even in the form of a table, to keep 
the profound thought in perspective in all its entirety. Its umpteen 
variations are prompted not only by the concept's involvement with 
the nayikas state of youth, but often, by just another permutation of 
the same emotion or mood in the youthful nayika. The concept's 
infinite variety is also dependant on situation and occasion, and even 
on place, season, and even time of day. To keep perspective, lists 
have indeed been included in this thesis. However, for the moment, 
just as much of the concept shall be dwelt upon, as would help 
explain to an extent the ethos that sustains the raagmala genre. For 
this, a source has been chosen that describes the nayika phenomenon 
tracing it from its genesis. This shall be enough description, and, 
Bharat Gupt, as the ensuing detail shall show, has indeed done it to 
abundant satisfaction, treating a complex idea sufficiently and well. 
The nayika was conceived of as having 'diverse dispositions', 
and put by Bharat's Natyashastra at the center of the dramaturgy of 
plays, for, drama had its powerful creative potential too. Not only 
was the nayika put at the center of a play's dramaturgy, but also, 
26 
equally made basic to the human condition in general. Furthermore, 
the nayika who had her genesis in natyashastra was a romantic 
nayika. This nayika in course of time became 'the fountainhead, at 
the very core of the various arts in India, for the next two millennia. 
Bharat Gupt quotes Bharat Muni-
All thought and feeling is rooted in desire, kama that 
manifests itself in unaccounted vvays-for just action, 
wealth, liberation and union' l 
The important word here is 'union', the union between man and 
woman. This union is the most harmonious of all unions and is 
known as shringar, and leads to sexual joy through many activities. 
Furthermore, woman, 'created with diverse dispositions,' can 'alone 
bring this joy and comfort that everybody longs for in this world' '^ 
This, according to Bharat Gupt was 'the world-view that sustained 
the sub-continental culture, and shringar'.^^ Tht 'most harmonious of 
all emotions', it was 'a highly coveted activity,' but within-
the total ambit of personal, social and spiritual 
fulfillment-all prescribed for the thoughtful 
individual^^. 
And, therefore, shringar or romantic emotion was only to be 
indulged in the grihastha or household. Within grihastha, infact, it 
was to be 'encouraged' and was 'even obligatory'. However, 
obligations too must not be 'transgressed'. Kama was 'emotional 
gratification', and 'pursuit of romantic emotion was legitimized by 
'* Ibid. Gupt, Bharat, The Genesis of the Nayika in the Natayashastra, included in A Celebration of Love 
(ed., Dehejia, Marsha V.) Roly Books, New Delhi, 2004 p. 17. 
'Mbid. 
'"Ibid. p. 17 
'^ Ibid. 
^'Ibid. p. 17 
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the shastras'. In fact, creation itself 'was a play of desire', as 
much, as to make 'a state of asceticisin or desirelessness' very much 
a 'travesty', an act 'against the very nature of humanity'^''. The 'task' 
then was 'to choose the right desire', but of course, 'appropriate for 
a time and place' . 
The nayeka was the lover or the rasiya, and, the nayika was the 
beloved or the raise. But then, 'the concept', as Bharat Gupt says was 
'strongly imbued with the notion of moral requirement'^^ 
The pursuit of emotion was, as has already been said, 
'legitimized by shastras', and its cultivation, that is, the cultivation 
of shringar rasa was 'a spontaneous pursuit'. It was not 'left to 
individual whim' but was to be acquired through 'the various arts', 
that is, 'performing, literary, visual', and even through stay at the 
77 
house of courtesans . 'Arts ' , says Bharat Gupt, in this world-view, 
were essential for 'the expression, the conduct and the fulfillment of 
love'. Thus, the 'method of making' the pursuit of emotion 
'attractive and beautiful' was left to 'artists and aesthetes' . 
A dramatic character could be subtle and thus carry and depict 
human emotion in its abundant variety. Natyashastra, says Gupt, is 
'most exhaustive on shringar rasa recounting all aspects of the 
celebration of love'. The more malleable and handy instrument to 
help love, is therefore, rightly chosen to be a dramatic character, and, 
its vehicle is dramaturgy. Natyashastra itself has a taxonomy or 
^Mbid.p. 17 
^'Ibid. p. 17 
'' Ibid. 
^'Ibid. p. 18 
'' Ibid. 
^^  Ibid. p. 18 
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classification of the reputed eight kind of nayikas. The same list is 
given both by Bharat Gupt and Ved Bhatnagar, the latter gives 
descriptions also. The descriptions given below are based on 
Bhatnagar's. The eight categories stand unchallenged to this days— 
1. vassak sajja waits for lover, dressed up and 
decorated in her mansion, 
2. vira-hot- kanthita is tormented by separation 
because lover despite being keen is unable to 
meet her. 
3. vipralabhadha is dejected because lover despite 
indication does not come. 
4. khandita is jealous because lover spends the 
night with other women. 
5. kalhantarita insults her lover though on his 
knees asking pardon, but feels repentant. 
6. swadhinbhartika is one whose lover does not 
leave her being totally engrossed. 
7. proshitbhartika is tormented by separation, the 
lover being abroad. 
8. abhisarika is on a tryst with her lover, bashful 
and inhibited^". 
Gupt calls this taxonomy 'fundamental'.^' It holds even today 
and helps 'invoke the mind and mood of the particular nayika\ Gupt 
quotes Natyashashtra on the nayikas' varied temperaments. In 
variety of temperaments 'they are comparable to gods, anti-gods, 
gandharvas, rakshasas, snakes, birds, bears, pythons, monkeys, 
elephants, goats and cows' . Ved Bhatnagar in Shringar The Ras Raj 
says that basically nayikas are of three k inds -
Three nayikas as primary— 
a- swakeeya is o n e ' s own woman 
"^ Bhatnagar, Ved, Shringar-The Rasa Raj: A Classical Indian View. Abhinav Publications, New Delhi, 
2004, p. 85-8 
Gupt, Bharat, Op.cit., p. 1 
3 2 • 
^'Gupt 19 
Ibid. p. 19 
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b- parkeeya is the other woman 
c- samaneya is an ordinary woman^\ 
The swakeeya nayika is further categorized into three icinds, 
their appended descriptions are based on Bhatnagar 's— 
a- mughdha is non-compromising. "^^  
b- madhya is adept in making love'^ 
c- pragalbha is youthful, without inhibition and 
has learnt various ways of making love . 
The madhya and pragalbha nayikas are further sub-divided, 
each into three categories and thus are six . The descriptions are once 
again based on Bhatnagar's— 
a- dheera 
b- adheera 
c- dheera adbeera^^. 
The madhya dheera uses harsh words to convey anger, the 
madhya adheera cries, and the madhya dheera adheera has a caustic 
tongue to hurt her lover 's feelings . 
The pragalbha dheera hides anger with an artificial smile, is 
not enthusiastic at love-play. The pragalbha adheera, and, the 
pragalbha dheera adheera also have pronounced individual 
characteristics which include taunting and shouting at lovers, and 
even beating them up^^ 
The parkeeya nayikas are also of two kinds, the descriptions 
given against each, are again based on Bhatnagar 's— 
" Bhatnagar, Ved, Op.cit., p. 81 
^^  Ibid. p. 81 
'^  Ibid. p. 84 
^^ Ibid. p. 85 
" Ibid. p. U 
' ' Ibid. p. 84 
" Ibid. 
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a- paronah is married and liices travel and is not 
shy. 
b- kanyaka is unmarried and bashful*". 
The samanya nayika is supposed available to all. Lovers and 
beloveds, therefore, will have categories based on their 
temperaments, to begin with. Also time, place and occasion, as well 
as, season too will be determining factors, and therefore, colour and 
emotion, shall influence form and expression. However primarily, the 
categories are based on a nayika's personal temperament or 
svabhaya, and worldly situation or avastha: The 'matrix of the social 
structure' and 'moral order of the time''*^ had also to be kept in mind. 
Arts, thus, were the many means of expressing this variety of 
the raja rasa, and Natyashrashta soon became 'inclusive of all the 
arts ' . It was a basic text for sculpture, painting, drama, music, 
poetics, and all other plastic and performing arts. Season and hour 
reflected the feelings of the heroines of all eight varieties, a variety 
that was consciously practised, as well as, patronized. The state of 
devotion in its highest ideal was called tat sukhi bhava and in its 
lesser variety tat sama bhava. 
And, 'passions' too have had a head count, as it were, being in 
number, as the following list shows, as many as ten. 
Abhilash is when the nayika falls in love for the first time. She 
sweats and is thrilled and is so much in love that she does not even 
want her sakhi standing near. Chinta has the nayika worried about 
whether the nayeka had seen her and if he is equally struck by the 
"" Ibid. p. 85 
•*' Gupt, Bharat, Op.cit., p. 20 
«Ibid. 
''Mbid.p.21 
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same intensity of emotion. Anusmaran is when the nayika often 
remembers her lover and remains perplexed and unenthusiastic about 
her daily chores. Gunkatha keeps up a constant praise of her lover. 
Udveg is when, not being able to meet her lover, the nayika neither 
approves chandan-paste nor likes the moon, nor the lotus, nor even 
any thing beautiful. Vipralap is when the nayika repents and 
remembers matters she could not talk about with her lover. Aatank is 
when the nayika loses sleep, lost as she is in thought of her lover. 
She is restless and does not eat timely and suffers from lovers' heat 
and wears wet clothes. Unmed is when she cries incessantly without 
any reason, yawns due to lack of sleep, gets irritated without any 
cause and laughs for no reason, iadta has constant thought of her 
lover deprive her of sensory feelings, and she cannot hear, see, or 
smell. Finally, maranam names the passion, when, not successful in 
meeting her lover despite many attempts, the fire of love torments 
and even consumes her till she dies. This description too is based on 
Bhatnagar's descriptions.'^'* 
Now shastras had legitimized the pursuit of emotion, and the 
aesthetes and the arts had lent it variety. As a consequence, shringar 
rasa got the name raja rasa, for, was not there youth too, and, also 
diversity of temperament, passion, place, occasion, season, and time 
of day! 
Bhatnagar refers to Pandit Vishwanath's Sahityadarpoan, to 
describe the attributes or alankars of the nayika, which were 28 in 
number, and helped communicate the feeling of shringar. The 28 
alankars were divided into three categories— 
1. awgay-related to the body 
Bhatnagar, Op.cit., p. 90-91 
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2. ayantag-added to beauty and emotion 
3. swahavaj were natural and could also be acquired 
through practice and experience/^ 
Angaj, says Bhatnagar, referring to Pandit Vishwanath 's 
Sahitya darpan, are of three kinds— 
a- bhav was dawn of love in a pure mind 
b- haav was expressed through arched eye brows and 
glances. 
c- hela was when the body expressed the sentiment 
of love/* 
Ayantag alankars, says Bhatnagar are— 
a- shobha bestowed 'body with beauty, youth and 
grace'. 
b- kanti/kanti shoba was the onset of passion 
c- deepti was heightened kanti 
d- madhurya was a state of mind that remained 
pleasant inspite of provocation.'*' 
Other alankars, according to Bhatnagar ZVQ— 
a- pragalbhata 
b- andarya 
c- aharya 
On dharya, Bhatnagar quotes Bhaubooti from Maltimadhav, 
where the nayika is being defiant— 
what can anyone do to me beyond causing death-
The dharya of this nayika, out of love for the beloved jus t does 
not care for herself. She has no attachment to life, and is sure too, 
"' Ibid. p. 90 
'* Ibid. p. 91 
'^ Ibid. p. 90 
"' Ibid. p. 91 
Ibid. p. 94 iom yi
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that it is she who shall leave, but leave behind 'a spotless c lan ' , that 
is, an 'untarnished family'.^^ 
Swabhavaj, is the third main category of alankar. Its variety is 
of the following nine kinds, the descriptions being again based on 
Bhatnagar's— 
a- lila is imitating the lover, by wearing his 
dress. 
b- vilas is behavioural change that comes over 
the nayika when she goes near her lover. Her 
manner of standing, sitting, walking and 
seeing change, there being in her a mixture of 
anger, smile, and a sense of surprise. 
c- vichhati is when anger niiakes her throw off 
garlands, ornaments and dress. She is 
persuaded by her lover to wear her lovely 
dress, garlands and ornaments again. 
d- binkhok is the rejection of a desired object. 
e- kilkinchit is adverse 'display of sentiments 
like laughter, anger, fear due to pleasure 
experienced after arrival of the lover'. 
f- motayat is the anxiety to listen to the 
conversations that refer to her love and 
display the anxiety through yawns. 
g- vibhram is the confusion in the beloved's 
mind when she hears about the arrival of her 
lover, so that anjan meant for the eyes is put 
on the forehead, and tilak for the forehead is 
put in her hair, and vermillion in the eyes. 
h- lalti is attractive display of the parts of her 
body and their adornments. 
i- viharat is 'when the nayika is not able to say 
what she wants to convey due to pride, 
coyness or jealousy and expresses here desire 
by action'.^' 
50 Ibid. 
'^ Ibid. p. 95-96 
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Bhatnagar further says that Bharatmuni and other theoreticians 
set only 10 alankars. He also says the alankars started increasing 
with Pandit Vishwanath who in Sahityadarpan named 28 more 
swabhauag alankars— 
a- mad is gusto in passion because of youth. 
b- tapan is because of absence of the lover. 
c- mogadhya is asking questions on ordinarily 
known objects. 
d- vikshep is loving to dress incompletely in her 
lover's presence and wandering in her looks. 
e- kutulal is anxiety to view something very 
beautiful after revering something strange. 
f- hasit is laughter without cause but out of sheer 
youthful exuberance. 
g- chakit is being fearsome of lover's presence. 
h- keti is love-play." 
Women can have 'multifarious attributes' or alankars and 
therefore, could be very fertile ground for an artist's imagination. 
Bhatnagar considers the material provided original and exhaustive— 
The variety of the material put forth is very original, 
exhaustive and detailed and shows the richness of 
thought of the aestheticians, their penetrating power 
to delineate various activities in depicting shringar 
and thus bringing about a full appreciation of the 
diversity and intensity of the main rasa. 
There were then, as both Bharat Gupt and Bhatnagar write, 
various classical descriptions and categorization of nayikas. There 
was, as well as, a universal philosophy, foregrounding the Female 
Principle, religious, social, as well as, individual. It was for poets, 
" Ibid. p. 96-97 
"ibid. p. 103 
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painters, and musicians, and artists in general, as also, aesthetes to 
enrich Indian art with colour, form, emotion, and spirit, shaping it 
very often into the multi-faceted, multi-levelled and multi 
characterized nayika. 
To this Bhatnagar names and adds a list of emotions also— 
a- bhav is like the seed that sprouts. 
b- vibhav is the rich thought current generated. 
c- annubhav is the emotional experience of physical 
activity. 
d- sancharibhave are three in number and provide 
movement to the sthayeebhav which converts into 
waves and finally an ocean. '" 
Bhatnagar describes an artistic composition in terms of a seed 
sprouting and finally blossoming as a full-fledged tree. Thus, 
beginning with bhav, and going through vibhav and annubhav, the 
emotion finally reaches sanchari-bhav. Emotion, thus expounded and 
expanding, pleases the connoisseur— 
An artistic composition is just like a tree which 
sprouts from a seed of bhav, and develops into a full 
grown tree with leaves and then blossoms. In this 
development process of the mood the vibhav, 
annubhav and sancharibhav play a very important 
role, as after expanding the emotion there is a 
release of the rasa which is pleasurable to an 
enlightened rasik. 
Randhawa and Galbraith in Indian Painting too comment on the 
classification of lovers, men and women in Natyashastra, according 
to the lovers' mental and physical traits, emotional states and 
'" Op.cit., p. 78-79 
"ibid. p. 78 
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si tuat ions. They call the classification a major theme in Indian 
paint ing. The zest to include all possibilit ies in this classification 
draws the following comment from the two authors . The comment 
needs to be fully quoted, for the way it appreciates this taxonomic 
enthusiasm, equating it with the early nineteenth century European 
zest for classification in the life sciences: 
It further classifies emotions of women, the stages of 
a woman's love, the kind of female intermediaries 
between lovers and their various meeting places. 
Indeed in its zest for classification this work is 
comparable to that of European botanists and 
zoologists of the early nineteenth century. Certainly 
the emotional condition of men and women in love 
has not elsewhere been examined with such 
taxonomic enthusiasm,^^ 
Bhanudatta too has a taxonomy of nayikas which includes the 
sakiya, parakiya and samanya, each further classified into mugdha, 
madhya and pragalbha or pradudha. 
The division is into three kinds, depending on their behaviour 
and character— 
1. the sakiya or one devoted to her husband. 
2. the parakiya has a parmour 
3. the sananya or the courtesan'^ 
Sakiya, or the devoted wife has a respectable standing in 
society and is the common type, though of the sakiya too there are 
three kinds according to age and experience— 
"^^  Randhawa, M.S. and Galbraith, J.K., Indian Painting: The Scenes Themes and Legends, Vakils, Feffer 
and Simons Ltd., Bombay, 1982, p. 17. 
" Ohri, V.C, Connoisseur's Delight: The Nayika of The Basoli Rasamaniari. included in A Celebration of 
Love (ed., Dehjia, Harsh V.), Roly Books, New Delhi, 2004, p. ML 
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roop gets itself a detailed description, to help depict ' the beauty of 
women ' . As Bhatnagar visualizes, the concept of beauty then 
becomes 'highly s tyl ized ' . And this was what exactly happened. The 
limbs of women got 'compared to various objects of nature, birds and 
animals ' .^ ' 
And, therefore, 'ornamentat ion from head to toe , ' decorative 
apparel , floral and fragrant pastes started getting used. Bhatnagar 
refers to Kal idas ' description of the yakshini in Meghdootam to help 
elaborate the idea, out of which is being written the description that 
next follows, based on Bhatnagar 's own description— 
The yakshini was beautiful and slim, a music of 
black and white, with a thin waist, a deep naval and 
a glance like a bewildered doe. She had ripe red lips, 
and pearl-like teeth. She had heavy hips as also, a 
heavy bosom. And she walked leisurely, a veritable 
'first creation of god'. Her hair was black and dense. 
Her face was a reflection of the moon. Her eyebrows 
were like a kamdeva bow. And she wore garlands 
which were basically of five kinds and her ornaments 
were of four. 
Bhatnagar says that the order of the solah shringar was as follows— 
1. manjan (tooth brush) 
2. cheer vastra (attire) 
3. har (garland) 
4. tilak (mark on forehead) 
5. netanjan (black powder foreyes) 
6. kundal (ear-ring) 
'^'Ibid. p. 21 
*^  Ibid. pp. 21-22 
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7. nasmankik (nose-ornament) 
8. keshpash (hairdo) 
9. kanchink (bossom ornaments) 
10. nupur (amplet) 
1 \.sugandh angraq (fragrant paste) 
12. kankan (hand-ornaments) 
\3.charan raga (vermillion) 
\A.kardhani (girdle) 
\5.tambul {betel leaf) 
16.kardarpan (a small hand mirror)^^ 
O n Shringar rasa, Bhatnagar's book is often splendid. He 
says 'rati' is the main bhav, and nayek-nayika are objects, 
particularly the nayika through whom vibhav or thought currents are 
generated. They are pleasant and reveal and expound the rasa, but 
then, as in the case of Meerabai there is in the person's disposition 
'only bhakti and no rati'.^ The meaning of vibhav is 'wealth, riches, 
affluence, prosperity'. According to Bhatnagar, vibhav 'are those 
special conditions which generate 'the rasa'. They are of two kinds— 
a- alamban (the main stay) 
b- uddipan (the stimulunt) 
Bhatnagar says that the mainstay oi shringar ras is the nayika— 
The mainstay in shringar rasa (alamban) is the 
nayika. Accordingly the poets excel in depicting the 
beauty of various types of women by following an 
elaborate scheme oi nayek-nayika bhed. 
" Ibid, pp 30-31 
" Op.cit., p. 78 
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"*' Ibid. pp. 78-79 
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The author of Shringar: The Ras Raj concludes the chapter 
entitled Shringaar-Its Aesthetic Base-Theory and Practice saying that 
shringar rasa is basically of two kinds— 
a- sanjog, sambhog or union 
b- vijog vipralambh or separation '^' 
As an example of each, Bhatnagar quotes from Kalidas' 
Meghdootam. The first of sanjog is about how a beloved, in order to 
cover herself when the lover is impatient to remove her clothes, 
throws powder on the lamps, but fails as the light emanating is not 
from lamps but from gems; and the second is of vijog, and it is when 
the nayika cries incessantly and 'her eyes are swollen and her long 
hair dangle on her lusterless face', because her lover has been exiled 
on account of Ruber's curse for dereliction of duty.^^ 
Bhatnagar also details the theory and practice of shringar', that 
is, its aesthetic base. To begin with Vishnu 'is the god of shringar, 
though with poets and painters, Krishna has become the lord. 
Shringar is 'the soul of poetic content and aesthetics which gives 
ethical pleasure to persons of delicate and refined sensibility'. Rasa 
originated from Brahma, the omniscient, the creator of the universe. 
According to Bhatnagar, rasa is an aesthetic pleasure, beyond 
material happiness. I t -
is to be tasted and tliis brings enjoyment. Such as 
experience iiowever is above materialistic pleasure. 
It is primarily an aesthetic pleasure experienced by a 
person from a literary work. 
"' Ibid. p. 79 
** Op.cit., p. 80 
^^ Op.cit., p. 63 
™ Ibid. p. 64 
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Thus, the question of crude sense being involved does not 
arise. Rasa is— 
the interplay of human emotions and thought 
currents. It is that pleasant sensation which a man 
experiences when he grasps the import of a poem, a 
musical composition, a painting or a piece of 
sculpture.^' 
An artistic composition can be compared to a seed sprouting a 
tree, as earlier said. The seed is the bhav, which in flowering of the 
mood, passes through vibhav (the rich thought-current generated), 
and anubav (emotional experience of physical activity). 
Bhatnagar explains that in shringar, the main bhav or sentiment 
is rati and the nayek-nayika are objects, particularly the nayika, 
'through whom vibhav or thought- currents are generated which are 
pleasant and through them the nature of rasa is revealed and 
expounded;. The dictionary meaning of rati is love and even 
conjugal love; and, bhav means 'being, existence, life, origin'. 
Bhav is also a term for god. It is an epithet for Shiv. It also means the 
ocean of life. The dictionary says that vibhav is 'power, might, 
superhuman power; substance, things, property; magnanimity; 
emancipation from existence'; and, finally sanchari means 'passing 
through, passage, a way, road, gate an opening, communication'. 
Therefore, rati is the main bhav or the seed or origin, though 
disposition directs it to bhakti, as in the case of Mira Vibhav are 
those special conditions which generate the rasa. These, says 
Bhatnagar, are of two kinds: alamban (the main stay) and uddipan 
'' Ibid 
72 Ibid. p. 78 
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(the stimulant). Of course, the main-stay in shringar rasa is the 
nayika. It is thus, that poets 'excel in depicting the beauty of various 
types of women by following an elaborate scheme of nayek-nayika 
hhed'?^ 
Nature also acts as a stimulant, as do seasons, or the time of 
day, and even a place, as well as, visits to gardens. Ornaments and 
music too prompt desire. 
Anubhav is of course emotional experience. A smile, a side-
glance, an arched-eyebrows, a yawn, a conversation, as also, music 
and dance, come under the description of anubhav. The potential for 
the artist as well as the aesthete is obvious. And sancharibhav does 
to sthayee bhav what waves do to an ocean. Shrinagar rasa is 
primarily of two kinds, that is, of union and separation, or 
sanjong/viyog, sambhog I vipralambh. 
According to Bhatnagar, 'rasa and bhav (mood) are 
inseparable'. Without the release of rasa, which is a pleasant 
sensation much above any materialistic pleasure, the bhav or mood 
remains 'colourless, insipid and uninspiring'. Rasa is the experience 
that comes with the grasp of the meaning 'of a poem, a musical 
composition, a painting or a piece of sculpture'. 
Furthermore, according to Indian aestheticians, there are nine 
sthayee bhav (permanent moods). These, as Bhatnagar enumerates at 
p.64 are the nav rasa— 
1. shringar 
2. karuna 
" Ibid. p. 79 
'" Ibid. p. 79 
" Op.cit., p. 64 
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3. 
4. 
5. 
6. 
7. 
8. 
hasya 
raudra 
bhayanak 
adhbut 
vibhasta 
veer 
9. shant'' 
These are sthayee or permanent moods, and retain their 
character. However, vibhav, anubhav and sanchari bhav are 
'impelling situations', which Bhatnagar says display desire, emotion, 
activity, as also, flight of fancy which -
induce release of sentiment or rasa which is 
pleasant and celestial "alokik".^^ 
Bhatnagar identifies a new area of enrichment beyond primary 
emotions-
The primary emotions do subsist but when they rise 
beyond their normal trappings land a human being 
into a new area of aesthetic enrichment and 
experience which is more satisfying and pleasurable 
than their origin.'* 
Among the nav rasa, shringar rasa dominates. It is called the 
raaj rasa and is very popular with poets. It always has had popular 
appeal 'which generates pleasant emotions dear to the human heart'. 
And thus, Rasikpriya of Keshavadas is a poem on the themes of 
shringar, nayek-nayika bhed, the ritus, and, lovers' moods and 
'" Ibid. 
77 Ibid. p. 64 
" Ibid. p. 65 
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activities. According to Bhatnagar, this poem has had a tremendous 
influence on various schools of painting. Bhatnagar says-
The themes of nayek-nayeka bhed, rag ragni, 
barahmasa, were fully exploited by sensitive painters 
to depict the various moods and phases of shnngar. 
But then, Bhatnagar has a regret also. He says that 
unfortunately the theme of shringar later 'deviated from aesthetics to 
physical presentation' giving 'lurid details of eroticism and love 
play'. This, he says was not thought of by early theoreticians. It — 
was definitely a variant not conceived by the early 
theoreticians. *' 
Earlier theoreticians had 'put shringar on a dimension much 
beyond the physical'. ^^  
However, the theory of bhav or mood is not disputed and bhav 
theoreticians feel originates from kam, or rati. Only its artistic 
rendering deviates from 'subtle use of erotics and passionate 
feeling'. It is only in the— 
artistic rendering that we find tremendous variations 
from subtle use of erotics and passionate feeling to 
mere depiction of body and for carnal pleasure. *^  
But then Atharveda too is regarded as the main source of rasa. 
It too has reference to the attractions of the human body. However, 
shringar has been 'defined as a passionate feeling arising out of 
attraction between lovers of high sensibilities'. Emphasis is on the 
'" Ibid. 
*' ibid. p. 65 
'' Ibid. 
^^ Ibid. p. 65 
'' Ibid. 
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purity of sentiment, as well as, its expression. Attraction can even 
create pleasure much 'beyond' the sensual. Of course it does, and 
though it has to originate with rati, yet it does not stay pre-occupied 
with it. Subsequent deviations degenerate shringar to 'banality', 
'obvious eroticism' and 'mere sensory feeling'. Sensuous imagery 
could be 'valid expression', but not 'physical activity'^^ in itself. 
Bhatnagar says that Pandit Jagannath the author of Rasgangadhar is 
highly critical of Jaydeva and his Geet Govinda. 
Shringar must then reach out and melt into shringar bhakti, an 
idea that carries the ethos of Vaishnavism. Professor Dehejia helps 
understand how human beings in Vaishnavism transend this sensual-
spiritual duality. He begins by calling shringar the rajarasa, the 
'peak of human emotion'. It celebrates and defines 'our humanity', 
as also, 'reaches out to an evocation of divinity'."^ Of course, while 
rati is 'the dominant mood of every shringar rasa. However, 
according to Dehejia, 'it is sanchari rasa that gives to shringar rasa 
' its context and meaning, its special colour texture and unique 
fragrance' . Dehejia says it is the sanchari of rati that 'takes us to 
the very heart of the love of Radha and Krishna'. 
When the various bhavas of Vaishnavism become the 
sancharis of rati, shringara rasa takes us to the very 
heart of the love of Radha and Krishna . 
In A Celebration of Love, the editor Professor Dehejia, writes 
in a piece entitled Uddipan Vela: As We Light the Lamps that 
shringar rasa is the artistic expression of romantic emotion. It is the 
' ' Ibid.p. 69 
*^  Dehejia, Marsha V., Op.cit., p. 287 
"Ibid. 
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he says, captures the quintessence of the 'romantic heroine'. It is that 
of a sensual woman looking at herself in a mirror as she adores 
herself. 'Proud self-assured', she looks at the mirror to re-confirm 
her beauty in eager anticipation of her love'.^^ 
Finally, to re-emphasize, the nayika concept is just not only 
erotica. Its eight main forms are, as has already been said earlier, 
each a Radha version, of the famed Radha-Krishna duo, that dances 
the eternal rasamandala dance of innocence, so central to a raaslila 
celebration. 
Dehejia next surveys the expression of romantic emotion in 
Indian art. He begins with poetry. Most images he says arise from 'an 
underlying sahitya or literature', and therefore, it is 'in poetry that 
shringar rasa finds its greatest poetic expression'. Vedic poetry 
was radiant and sensuous but 'did not express romantic sentiment to 
any great extent', for Aryans were pre-occupied in their 'quest for 
ultimate reality'. That 'enveloped the language in a certain aura', and 
Sanskrit became devbhasha, used in philosophy and rituals, and 
language of courts and the nobility. This inhibited use of language 
for 'matters of the heart' .^ All this notwithstanding, Bharat's 
Natyashastra comprehensively describes shringar rasa and 
'enumerates the ashtnayikas\ However, the 'proto tropical art form' 
in Bharat's time was Natya or dance-drama. Therefore, romantic 
emotion was 'subsumed in a larger narrative', as also, under 'dharma 
or a certain moral order'^''. It was Prakrit and Tamil poetry that set 
shringara rasa free from constraint. It thereafter, got expressed 'in 
"ibid. pp. 15-16 
'* Dehejia, Harsh, V., Op.cit., p. 287 
'' Ibid. 
'" Ibid. p. 287 
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joyous abandon', became free and was secular and not religious. 
Thus, Dehejia looks for the romantic nayika in Prakrit and Tamil 
romantic poetry. An 'earthy spontaneity' and a 'joyous affirmation of 
life' followed muktaka kavya or miniature romantic poetry, which 
began to be written and the heroine began pulsating 'with heart 
throbbing life and vitality'. Thus, 'glances and gestures became more 
powerful than arrows and actions'. The primacy of the romantic 
heroine got established and various poetic conventions got codified^^. 
This was around the 4'** century AD. The Satvahana kingdom of Hala 
participated, as did, Tamil Aham poetry. However, by the 6'*' century 
Tamil romantic poetry had reached its acme when Jains over-ran their 
country. 'Austere asceticism' once again came to the fore. Still, 
Sanskrit yoga and Tamil ecstasy blended, and, so did 'northern 
spirituality' and 'southern sensuality', as did purush and prakirit. 
Interaction encouraged a synthesis in the form of a new ecstatic 
approach to existence . What all this tantamounted to was an out 
pouring of romantic emotion. Dehejia finally comments— 
that could only come from an out pouring of 
romantic love towards an intimate and personal god, 
making bhakti shringar personal and universal at the 
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same time . 
The Deccan nayika concept too had range that spanned 
the secular and the divine. This would be sufficiently illustrated by 
references to Jagdish Mittal, Zebrowski and Brij Bhushan. Mittal 
makes human love and the yearning for god or the beloved, the theme 
of his study of the Deccan nayika. 
" Ibid. 
'* Ibid. p. 287 
"' Ibid. p. 288 
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The Deccan nayika, particularly in the raagmala series, as 
described by Mittal, is deputed — 
either in the company of sakhis or maid servants, 
sitting conversing or flirting with the nayaka in a 
chamber, or in a palace-courtyard on a swing, or 
roaming with the sakhis in a forest with blossoming 
trees and creepers'"". 
To add to this characteristic Deccan nayika representation is 
the following description which comes two pages later. The female 
figure is prominently painted along with the trees, birds, animals, 
flowerbeds and a city-scape— 
...a prominently painted female figure (stands) under 
a tree, birds, a deer or a small girl standing in front 
of her. Flower beds are...in the foreground and a 
detailed panoramic cityscape in the background'"'. 
Earlier, is this description— 
The regular rows of floral tufts on the background 
and the formality of the symmetrical architecture 
which is profusely ornamented in the style of 16' 
century Safavid Iran, are distinctly Islamic features 
from the Deccan'"I 
A few lines later this description continues— 
Some of the paintings have a patterned band at the 
bottom, with an elephant, a sheep, or a peacock in 
the centre'^l 
'"^  Mittal, Jagdish, The Deccan Nayika, included in A Celebration of Love, (ed., Dehejia, Harsh V.,) Roly 
Books, New Delhi, 2004, p. 168 
'°'lbid. p. 170 
'"^  Ibid. p. 168 
•°^  Ibid. 
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The inclusion of animals and birds is symbolic says Mittal, 
though its purpose remains an enigma. 
On the following page, Mittal mentions dhyana-sholakas, while 
writing about the Wanapathy group of paintings— 
What is notable about this series is that the painting 
illustrate the Karnataka mode of music and the 
dhyansholakas are inscribed on top in Telugn 
script"'^ 
And there are the yognis, too, without whom any writing about 
Deccan nayikas would make the Deccan nayika representation 
incomplete, for, as Mittal, says— 
Our search for the nayikas in the Deccan miniatures 
will remain incomplete if we do not discuss some 
charming examples from among the many individual 
paintings. 
These yognis are shown 'generously attired and bedecked with 
a profuse quantity of jewellery'. The finest are supposed to 
'epitomize the late 16"^  and early 17'*' century Bijapur style' '°^ 
Mittal conjectures that yognis were perhaps 'the jilted nayikas 
who became ascetics' when 'betrayed' by lovers. Some hold tridents 
and stand before Shiva shrines, and it 'would be reasonable to say 
that they became Shaivites'^^^. All renderings of the yognis 'are 
charged with an air of mystery'. Giving a genial description, Mittal 
says— 
'"^ Op.cit.. 
'»^Op.cit.. 
""'Ibid. 
• P-
iP-
171 
173 
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These charming nayikas, are shown with elongated 
willowy figures, with long oval faces, hair tied like 
sadhus in a knot on the head, and are seated or 
standing by a riverside in a romantic mountainous 
landscape with diminutive trees and exotic plants'"^ 
Mittal also writes of woman courtesans. Political upheavals and 
fear of Mughal attack is thought as the cause of this interest in 
courtesans 'by the end of the l?"* century'''^^. 
Portrayal of women in paintings also underwent a change in 
this period. About this change Mittal writes— 
Notably the style of portrayal of the women also 
underwent a change during this period. They are 
depicted chiefly at Golkanda-Hyderabad, in 
languorous inviting postures with voluptuous bodies, 
heavy hips and bosoms. A typical example is the 
drawing of a 'Sleeping Maiden''"'. 
The 'Sleeping Maiden' is at a Berlin Museum. However, in the 
Prince of Wales Museum, at Mumbai, is also a representative work. 
This painting at Mumbai shows a charming youthful frolicking 
nayika— 
It shows the charming youthful nayika frolicking by 
a pool-side grove, while waiting for the nayika 
prince on horse-back"°. 
Mittal concludes, with a comment on the varied moods in which 
nayikas were depicted in Deccan miniature painting. The time-span 
' " ' ibid. p. 174 
'""Ibid. p. 174 
"" Ibid. 
"° Ibid. p. 174 
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over which they were painted, he says, was centuries. That is, it was 
between the late 16''' till the 19 '" -
It is abundantly clear that all through the late 16th 
century and until the 19"" centuries, the romantic 
nayikas have been depicted in their varied moods and 
situations, with great abandon and rare sensitivity in 
the painting of the Deccan'". 
Of course, along with mundane romantic perceptions, there 
were spiritual perceptions too, with bhakti devotional cults, spread 
across the entire Deccan region from the IS"" century onwards. There 
were Sufis also, who had settled in the region as Mittal says 'some 
time before the Bahmani Sultanate was founded at Gulbarga in 
1347CE'"l 
Of the bhakti or Vaishnav influence the thesis; has already taken 
note. On the Sufi influence, Mittal writes of Laur and Chanda (1379 
AD) by Mulla Daud, which he says was a great influence across 
North India. It was on Divine Love \ Also, there was Qutban's 
Mrigavati which Behl says, could as well be interpreted to be about 
Allah's jamal (benefaction) and jalal (majesty)"^ These were 
primary influences in the North. However, similar Sufi perception 
pervaded the South too. Mittal writes about this Sufi theme in the 
Deccan, which was about God's love— 
Dakhni literature owes much to the Sufi theme of the 
world as a creation of God's love, which is manifest 
in many forms, including seemingly endless 
'"Ibid. p. 174 
"^Op.cit.,p. 165 
"'Op.cit.,. p. 171 
' '•* Behl, Aditya, The Sufi Navika: Qutban's Mirigavati. included in A Celebration of Love (ed., Dehejia, 
Harsh, V.,_ Roll Books, New Delhi, 2004, p. 61. 
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suffering and separation from the source of love: it 
also is imbued with the hope that all obstacles will 
be overcome and finally there will be a union with 
God in love"^ 
Mittal notes, what for these reasons, Sufis felt about the ' love 
parables ' and 'metaphors ' of worldly couples— 
For these reasons Sufis saw in the great love stories 
of worldly couples, parables or metaphors for their 
relation with God"^ 
Baramasa too, along with raga and ragini, and, nayek nayika 
bhed became the theme fully 'full exploited by sensitive painters to depict 
the various moods and faces of shringar'. Thus, seasons also contributed 
to raga and ragini performances, of which vasant, megh, malkaus, 
bhairav, hindol and deepak became the examples. Visnudharmottara, a 
treatise written during the transition from the Kushans to the Guptas, 
elaborately describes the depicted seasons and how they were to be 
painted. Its chapters entitled Chitrasutra, as Dwivedi, the author of 
Barahmasa: the Song of Seasons in Literature and Art insists , had 
exhaustive guidelines on how the seasons were to be painted and that 
these guidelines were strictly fol lowed-
....(these)...guidelines are quite exhaustive and cover 
all the six seasons. It is still more interesting to note 
that these guidelines were quite faithfully followed 
by the painters of ...ancient India, and continued to 
be followed during the medieval times as well"^ 
"'Mittal, Jagdish,Op.cit., p. 171 
""Ibid. p. 171 
"^  Devedi, V.P., Baramasa. The Song of Seasons in Literature and Art, Agam Kalaprakashan, Delhi, 1980, 
p.81. 
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According to Dwivedi"^ the Chitrasutra says that the sun, and 
tormented folk would indicate the heat of summer. Similarly, 
seasonal trees in bloom, humming bees, cooing cuckoos, and men and 
women moving 'blithe and gay' would indicate spring. Furthermore, 
summer could be suggested by people fatigued by it, animals seeking 
shade, buffaloes enjoying a dip in the muddy water dried-up pools, 
birds hiding in the thick verdure of trees, and, wild animals repairing 
to the cool comfort of their mountain caverns. Dark clouds, water 
laden, bent by their 'aquatic burden', but beautified by the colourful 
impact of the rainbow, and repeatedly lit up by streaks of lightening 
would portray the rainy season. Fruit-laden trees, ripe corn in fields, 
pools filled with lotusses and swans shall help portray autumn. The 
guidelines differentiate between an 'approaching winter' and a 'deep 
cold winter'. Dew and fog, earth 'bare and dreary', would together 
indicate that winter approaches. However, joyous crows and 
elephants, and tormented men with snow everywhere would signify 'a 
deep cold' winter. The text has further directions. The painter should 
study the moods of nature and depict seasons portraying what is seen 
around by the poet, may be, if necessary by flower and fruit on trees, 
the 'joy or happiness of men, animals and birds'. Region too, and 
time, as also form and age were described. These directions from 
Chitrasutra, followed from ancient to medieval times in India, have 
tremendously influenced raagmala painters, particularly tkose 
painting the raga^, like vasant, megh, malkaus, bhairav, hindola and 
dipak. 
Furthermore, as Vatsyayan says in the forev/ord to Dwivedi's 
book, 'the awareness of the daily rhythm' enlarged itself to 'an 
'Ibid. pp. 79-81 
55 
annual cycle'. Indeed it was the awareness of this 'daily rhythm' and 
'annual cycle', which became, each an efficient cause in Indian 
painting— 
The Man and Nature relationship is fundamental to 
the Indian worJdview. It has governed artistic 
manifestations in the literary, the plastic and the 
performing arts '" . 
Vatsyayan infact, even writes of the response of Vedic seers to 
'eternal cycles'— 
The Vedic seers had responded to the eternal 
rhythms of dawn and light, dark and light. The 
awareness of the daily rhythm enlarged itself to the 
annual cycle'^". 
Vatsyayan says that no other civilization has responded to 
nature in this fashion. Nature became a matter of 'psychic states and 
metaphysical concerns'-
Very early in Indian thought, literature and the arts, 
the seasons were the subject of beautiful descriptions 
in poetry and drama. Gradually but surely the purely 
descriptive assumed metaphysical and philosophical 
significance; as a consequence a whole system 
evolved; the seasons became symbols of psychic 
states and metaphysical concerns'^'. 
To understand this, one just has to focus on how raagmala 
themes recur in barahmasa cycles. Thus for example, 'spring is hard 
on separated lovers and rains enforce confinement in a sheltered 
' " Vatsyayan, K. Foreword to Dwivedi, V.P's to Baramasa. The Song of Seasons in Literature and Art, 
Agam Kalaprakashan, Delhi, 1980, p. VII. 
'^°Ibid, 
'^' Ibid. p. VII 
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interior'. Such seasonal variations influence the human mind. The 
sun particularly, displays different colours in different seasons. Thus, 
it is 'tawny' in spring and 'golden' in summer, 'white' in rain, and 
'soft white' in autumn. In the two cold winter seasons, hemanti and 
sisira it is 'copper -like and scarlet respectively''^"^. Infact, 
Sarangdev in Sangitaratnakara has elaborately dealt with this 
association of ragas with ritu. Dwivedi writes about this close 
relationship-
It will thus, be seen that the music, painting and 
poetry are closely related. And these in their turn, 
are quite close to seasonal va^iations'^^ 
Therefore, raga vasant is associated with spring, a melody 
perhaps sung at spring festivals. Holi, being a major festival 
celebrated during spring, the season got associated with Holi also. 
And, Holi being a Vaishnava festival, raga vasant is dedicated to 
Krishna, the Vaishnava deity. Most raga vasant paintings show 
Krishna dancing, intoxicated with the joy of spring. He dances to the 
drum and cymbals played by two girls on a green meadow surrounded 
by flowering trees. The trees include blossoming mangoes. Often a 
lotus pond is also shown in the foreground. This was almost a 
Dwivedi description'^'*. 
Similarly, another major raga associated v^ i^th seasons is raga 
megha. Megha means 'cloud' and raga has the rainy season as its 
association. Dwivedi quotes Gangoly to describe the raga-
His complexion surpasses the shade of new clouds, 
he binds a turban round his matted locks, in beauty 
'^ ^ Devedi, V.P., Op.cit., p. 62 
'"Ibid. 
" ' Ibid. pp. 59-60 
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he looks like the God-who vanquished Cupid. He 
flashes a keen edged sword in his hand, he is a jewel 
on the head of the youthful. His words are strung 
with the honey of nectar starting with the note 
'dhaivata' It is assigned to the month of rain, to 
be sun during the end of the night'^ ^ 
Also, peacocks shout with joy, a row of cranes fly against dark 
blue clouds which pour rain. The rain is shown with straight and 
broken dotted lines. Furthermore, Megh mallara ragini is also linked 
to the rainy season. The painting shows a lady stepping out of the 
palace to feed peacocks perched on an awning covering the 
courtyard, an attendant watching from within. This, when the raga is 
shown depicted as a ragini. When shown as a raga, it has a male 
figure dancing at the centre. Four lady musicians, two on either side, 
play different instruments. Dark clouds, full of water are shown 
above. Once more a near Dwivedi description . 
Yet another raga, closely associated with the rainy season, is 
raga hindola. Hindola means swing. A royal coiaple sits on a swing 
• 127 
attended by two or more maids. Cranes fly and clouds drop rain . 
Ragini Madhumadhavi has similar iconography and is 
associated with the rainy season. The peacock has a special 
connection with the rainy season, for, it welcomes the season with 
cries of joy and dance. The hindola and madhumadhavi descriptions 
are also based on Dwivedi's . 
'" Gangoly, Op.cit., p. 60 
''* Ibid. p. 60 
'"Ibid. p. 61 
''' Ibid. p. 60 
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The dramatic persona of the barahmasa genre painting is once 
again the nayika. Lonely, or, afraid of being lonely, or, being 
separated from her beloved she 'relates her mind to the different 
seasons'. As Giri says-
Most often she addresses her beloved, but in his 
absence she talks to her sakhi, or even to a peacock, 
or sends her messages through the moon. The 
miniature artist uses motifs and metaphors of birds 
and trees, fountains and plants, the sun and the 
moon to convey the feelings of the nayika'^\ 
Giri concludes the article with a paragraph which needs to be 
quoted entire, for it effectively communicates the barahmasa feel 
and spirit. Giri says that poets and painters through barahmasa songs 
and paintings catch this resonance in the universe and depict the 
many moods of the nayika. They— 
have depicted the many lines and colours of 
seasons and have related them to the moods of the 
leaving no doubt that the world of the ayeka is just 
not that of her nayaka and her sakhis, but also that 
of the universe around her that resonates with her 
feelings"'*. 
Birds and blossoms 'mirror her emotions'. Her love is indeed 
'intimately tied' with the world around her. She 'draws inspiration' 
from her surroundings. To them she returns for 'sustenance and 
solace'. Indeed these worlds reflect each other, being 'interdependent 
and mutually 'enriching' where— 
'^' Giri, Kamal, The Nayika in Baramasa Paintings: included in A Celebration of Love (ed., Dehejia, 
Harsha, V.,) Roli Books, New Delhi, 2004 p. 241. 
'^''Op.cit.,p. 153 
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....love defines the very life that whispers through 
the wind and surges through the human breast"'. 
Giri continues, saying that purusha and prakrit long for and 
complete each o ther -
One is purusha, the other prakrit, one longs for and 
is incomplete without the other, for the sap that 
flows trough the nayika is the same that animates 
life around her'^l 
Barahmasa, be it as song or as a painting affirms according to 
Giri t ha t -
Purush and prakrit are one and cannot be 
fragmented, and the meaning of romance is to be 
found in one seeking the other'^ ^ 
Poetry and Literature too helped along. What tremendous 
potential all this would have had for poets, musicians, painters, and, 
even aesthetes. And the potential was exploited. Nayak-nayika-bhed, 
shringar rasa, and barahmasa found expression in literature in 
various languages, Sanskrit as well as Prakrit. The select list 
describing the main features of these literary compositions, 
isgixenhelow.BhagawatPurana;GeetGovinda;Karpurmariyjari;Chaur 
apanchisika; Rasamanjari and Rasikpriya and Nayika-bhed. They 
spread the country over. Added to this was Sufi literature which too 
helped carry along the theme of love, its range spanning secular and 
divine extremes. The Deccan was no exception, and therefore, has its 
own literary personages and their work shall be described after the 
description of works listed above— 
' " Ibid. 
'^ ^ Ibid. p. 153 
' " Ibid. 
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(a) Bhaswata Purana 
It is a love poem but is supposed to premise the concepts in it 
of early Vaishnavism, when the hero, Krishna dominates the 
scenario, and Radha, has yet to be as she later becomes, the devi. 
Some regard it 'a seminal P^'century Vaishnava text'. It became 
'the fountain head of two major Vaishnava sects, the Pushti Marg 
and the Gaudiya. It inaugurates the ethos of shringara bhakti with 
Krishna admonishing 'the people of Vraj not to become a prey to 
ritualistic worship but engage in the more humanistic dharma of 
love'. Krishna lifts the Govardhan and inaugurates the ethos of 
shringara bhakti. Bhagwata Purana 'while still remaining within 
Hindu orthodoxy', says Dehejia, 'sounds an anti-Vedic note, a move 
that was to encourage and buttress shringara bhakti^^^'. 
(b) Geet Govinda 
This is a twelfth century poetic composition by Jayadeva, a 
court poet in Eastern India. The Bhagwata Purana set the trend of 
bhakti poetry. It was a 9*'' century composition. It expressed the 
concepts and emotional sentiments in the Krishna and Radha legend 
of early Vaishnavism. Poets picked up the theme, given the nayek-
nayika bhed tradition, already significantly manifest in classical 
Indian literary culture. Jayadeva, in the 12"' century composed Geeta 
Govinda, which was 'a highly sensual account' of the Krishna- Radha 
lore. The poem, as usual portrays several love situations, for 
example, its 7'^  song sung of Krishna's dismay at having upset Radha 
by his friendliness with other gopis. A miniature painting of it with a 
"" Dehejia, Harsh, V., The Vaishnav Ethos and Shringar Bhakti. included in A Celebration of Love, (ed., 
Dehejia, Harsh V.,) Roli Books, New Delhi, 2004 p. 288. 
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verse inscribed from Jayadeva's poem shows Krishna standing 
surrounded by gopis, with Radha and her companions watching from 
behind rocks. The blue and red background effectively separates the 
flirtation from the place where Radha stands watching the cool blue 
and red. The signal is of Radha distancing herself from Krishna's 
attempts to woo her back. Much of the poem is about the difficulties 
between the two, because of the other gopis. Sahibdin in a painting 
of Geet Govinda, done in 1629, graphically illustrates the 
estrangement. All creation, including Krishna's emblem, the peacock, 
is in the act of the courting ritual, except for the two lovers, while 
the gopis stand telling Krishna how distraught Radha h. Not that it is 
Radha who is always distraught, for, the poem shows Krishna 
unhappy often too. This then is a glimpse of Jayadev's Geet Govinda, 
portraying in poetry the Krishna- Radha legend, and, an example of 
its illustration, by Sahibdin in Mewar'^^ Thus, nayek-nayika bhed, at 
an ideal level, gets expressed both in poetry and painting, and both at 
secular and spiritual levels. 
Of course, prior to Vaishnavite ideas, classical tradition played 
with the nayek-nayika-bhed fantasy, in multifarious secular ways. An 
example is Rajshekar's Karpurmanjari, a play written in the lO"* 
century. 
(c) Karpurmanjari is not poetry but a 10'** century play. 
Rajshekhar, its author, not only celebrates the spring season, but in 
effect, puts to debate the ideal of a women's beauty. A king's jester 
advocates ornamentation as essential to make a woman look 
beautiful, while his king strictly maintains that no such 
' " Crill, Rose Merry, The Romantic Heroin in Rajasthani Painting included in A Celebration of Love., (ed., 
Dehejia, Harsh V.,) Roli Books, New Delhi, 2004 p. 78. 
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ornamentation is necessary. His example was the beauty of 
Karpurmanjari. Unadorned and unornamented, she steps out of water 
freshly bathed, the water still dripping and all over her wet sari, 
which, because of this clings to her shapely body. 
The idea not only gets many painters' attention, but sculptors 
too are found fascinated by it over extended centuries. 
{d) Chaurpanchisika 
This poem by Bilhan is like Jayadeva's Geeta Govinda, also a 
twelfth century composition. Its title is often translated as Fifty 
Stanzas of a Thief Its secular heroine is Champavati. She was a 
king's daughter. A thief had fallen in love with her. He is condemned 
to death for his audacity. Realizing that he will never be able to see 
his beloved again, he composes verses that acquire emotional force 
because of the lover's predicament. His verses remembering 
Champavati are so beautiful, that Kali, the goddess has compassion 
and intercedes on his behalf. The lover is pardoned. Thereafter, his 
poem has more to add to it, for earlier, it was about the pain of 
separation, but now it also had verses of love-in-union. 
And, therefore, this poem too is about love, the theme as is 
obvious, ranging from the worldly to the spiritual, but always 
focused on nayek-nayika-bhed. 
(e) Rasamaniari 
It is a Sanskrit poem. The word means a 'cluster of delights'. It 
was written in the 15'^ century by Bhanudatta of Mithila in Bihar. It 
is an important text in Sanskrit romantic literature tradition and 
'follows a long legacy of this genre' as Ohri says. Its classification 
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or taxonomy of nayikas is thorough^^^ While 'meticulous in its 
detail' it maintains 'aesthetic finesse and charm''^^. 
(f) Rasikpriva, says Shilpa Mehta (Tandon), is 'a blend of nayeka-
bhed and Krishna-Lila^^^'. It belongs to 'the genre of nayek-nayika-
bhed' in Hindi, and is 'one of the off shoots of shringar literature'. 
Shringar has 'connotations of beauty or of bedecking and making 
beautiful'. It is a Sanskrit term. The word is 'not easily translated'. 
Shringar rasa is supposed to be the highest of romantic emotions and 
need not necessarily mean erotic, for, in Indian thought the 'union 
between man and women is often understood as a metaphor for the 
union between the human devotee and the Infinite Being''^^, says 
Shilpa Mehta (Tandon)-
While other religion emphasize that love of God is 
superior to love between man and woman Hindu 
philosophy of life considers love and sex as a means 
to achieve spiritual revelation''***. 
Rasikpriya is 'an often-illustrated theme of Indian painting', 
and illustrations are generally Rajasthani and Pahari, or from 
erstwhile Central India, of course with underlying diversity of 
approaches. It shows 'the close inter-relationship that existed 
between the visual and the literary arts, particularly in the miniature 
,141 
genre 
'^*Ohri,V.C.,Op.cit.,p. 141 
'^' Ibid. 
'^ * Mehta (Tandon), Shilpa The Rasikpriva of Keshavdas: Text and Image included in A Celebration of 
Love, (ed., Dehejia, Harsh V.,) Roli Books, New Delhi, 2004 p. 135. 
' ' 'Ibid. p. 135 
''"Ibid. 
' ' ' Ibid. p. 135 
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It deals extensively with nayek-nayika-bhed. It concerns itself 
with the hero and heroine, who generally are Krishna and Radha, for, 
from the twelfth century onwards, the Krishna Radha legend began to 
have tremendous appeal. Infact, Rasikpriya is a composition that 
followed Jayadeva's Geet Govinda, after about three centuries and a 
half Geet Govinda, written in the twelfth century, has a highly 
sensual account of the Krishna and Radha's love- theme. Be that as it 
may, it was love-poetry. And, Radha's intense passion for Krishna 
symbolized 'the soul's intense longing' for him, a god. Shilpa Mehta 
(Tandon) comments on this dominant Radha r o l e -
One of the striking features of medieval 
Vaishnavisim as opposed to early Vaishnavisin is 
the dominant role of Radha"'l 
For, twelfth century onwards, concepts that 'govern the Krishna 
cult' differ from those in the Bhagwata Puran'. The romantic hero, 
the nayeka now 'takes a subsidiary position while Radha is elevated 
as the prime nayika and later on as a devi is fully celebrated'^ . 
As already said earlier, Rasikpriya categotizes emotional 
situations, classifying and systematizing them, that is, the 'ihdnifold 
situations and conditions' that arise between a riian-arid-wOman 
relationship. Love is studied and rendered into pdetry in all its 
variety, and so are the various situations analyzed, d f coiirse, Radha 
and Krishna remain the ideal lovers. They are the archetypes, in 
'familiar pangs of separation, anguish, jealousy, and joys of re-
union', says Rosemary Crill'"^. She further says that Rasikpriya also 
describes 'the many places' where lovers could meet: at the house of 
'^ ^ Ibid. p. 136 
'«Ibid. 
'^'' Crill, Rosemary, Op.cit., p. 79 
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a companion, a servant, or a nurse', or, 'in a forest dwelling, at an 
entertainment function'. Rasikpriya also— 
details in nine rasas or moods three ways to see the 
beloved (in person, in a picture or in a dream), 
sixteen types of ornaments, seven types of love-
play....It also categories the eight main type of 
nayikas''"... 
Companions, maids and go-betweens play important roles. And, 
the companion, or go-between could even be a threat to the lovers' 
relationship, for, what if the go-between chooses to become the 
hero's mistress! And go-betweens could be aplenty including a nurse, 
a maid-servant, the barber's, goldsmith's or the gardener's wife, a 
dancer, a neighbour, a bangle or betel-nut-seller. Be all that as it 
may, the theme of Rasikpriya is love, a word that must aspire to 
cover all aspects of nayak-nayika-bhed. 
(g) Nayika-bhed 
Its author was Nandadas. It is based on Bhanudatta's 
Rasamanjari but while Bhanudatta wrote in Sanskrit, Nandadas' 
Nayika-bhed is in brijbhasa. 
An event in the life of Nandadas, when he fell in love with a 
girl, shall further help understand both the secular and spiritual 
aspects of the love-theme. This theme is common to Jayadeva's Geet-
Govinda, Kcshay das'Rasikpriya, Bhanudatta's Rasamanjari, Bilhan's 
Chaurapanchisika, and even Nandadas' Nayika-bhed, as well as, the 
themes of Bhagwata Purana and Raas Lila. It is an entire ethos that 
shall help read Raagmala paintings for their Colour and Form. Of 
'^^ibid. 
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course, Barahmasa too has had poets contribute its burden of 
meaning, and painters have painted its colours, as also the colours of 
the Geeta Govinda, Rasikpriya, Rasamanjari, Bhagwata Purana and 
Rasa Lila. 
But now, let us see how this event in Nandadas' life highlights 
the love-theme, both secular and spiritual, that ultimately remains the 
most marked feature of the nayak-nayika theme as well. Nandadas 
was on his way to Dwarka for a pilgrimage, when he saw a young and 
beautiful woman in the house of a merchant in a village. Fascinated 
at sight of her, Nandadas chose residence at her village to the 
pilgrimage to Dwarka. Thus quartered, he would make it a point to 
visit her house, hoping to get a glimpse of her. This distressed her 
family, which too opted for a pilgrimage to avoid further 
discomfiture. Their pilgrimage was to take them to the temple of 
Ndthaji at Gokul. However, Nandadas could not resist following the 
family to Gokul too. 
Now, Gokul was a sacred placed associated with Krishna's 
childhood, and had for that reason, acquired religious importance. 
Vallabhacharya, a pushti margi Vaishnavite, had established a 
temple of Sri Nathji at Gokul. Hearing of Nandadas' poetic process, 
Vallabhacharya initiated him into pushti margi worship, where after, 
Nandadas started composing poetry in praise of Krishna, so much so, 
that he became one of the famous eight of the ashthachapkairs, who 
wrote poems in Krishna's praise. Nandadas used brijbhasa in his 
poetic-compositions. It was here, at Gokul that Nandadas wrote 
Nayika-bhed, the brijbhasa version of Bhanudatta's Rasamanjari 
written in Sanskrit. 
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The Deccan too had a literary ethos. It too is illustrated in 
paintings. The theme was of course love, again mundane as well as 
spiritual. The literature of the raagmala ethos, Hindu as well as 
Muslim shall confirm this. And even as the nayika concept is not all 
erotica in the Rajasthan version, so also, it is not all erotica in its 
Deccan variety. Three sources, Jagdish Mittal, Aditya Behl, and S.C. 
Shoba have already been quoted who confirm this. While Mittal 
writes of Sufi mystics' influence in the Deccan, Behl actually 
mentions, as has already been said earlier, that Allah's jalal and 
jamal could be read into Qutban's Mrigavati (1504). And Mullah 
Daud's Chandyan (1374-1379), too had a pervasive influence through 
out North India. It not only, through its recitations, but also, through 
its very many painting illustrations was read as allegory according to 
S.C. Shoba who confirms full references being made to it as an 
allegorical piece . Thus, though Chaitanya quotes Lorik for 
facticity, Chandyan did have its religious overtones. This is what 
Chaitanya writes, mentioning facts, in reference to a work of 
literature— 
I am Ahir by caste and my name is Laurik. Kuarnagar 
is my birth place. Chanda is the daughter of Sahadeo 
Bhar. She was married to Bhawan. I have brought her 
from Bhawan's house and I have made the woman 
Chanda, my wife. She left the house of her husband 
and became my companion'''^ 
Both Chaitanya and Laurik were at 'factual history' so its 
seems and would discount Chandyan's Muslim link and 
'"* Shobha, S.C, Op.cit., p. 53 
'"^  Chaitanya, Krishna A History of Raiasthani Painting: Raiasthani Traditions, Abhinav Publications, New 
Delhi, 1982, p. 40. 
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interpretation. However, the fact remains the more fact, despite 
Chaitanya's particular use of it as a piece of history. Mulla Daud's 
Chandyan, a 1374-1379 piece, was in fact given allegorical 
interpretation, even as Bhel says Qutban's Mirgavati (1504) was. S.C 
Shoba quotes Badayuni's Muntakhab-ut-Jwarikh to show how 
Makhdum Shaikh Taqiuddin Waiz Rabbani answered objections of 
learned men on recitations from Chandyan from pulpits and at Sama 
which is a Muslim devotional congregation— 
The whole of it is divine truth and pleasing in 
subject, worthy of the ecstatic, was absorbing, and 
provided material for contemplation of devout lovers 
and conformable to the interpretations of some Ayats 
of the Quran, and an introduction to the sweet 
singers of Hindustan. Moirever by its public 
recitation human hearts are taken capture. 
Badayuni calls it a 'Hindu masnavi'. It is referred to in Akhbar-
ul-Akyar-Manuscript. It has been found in part or whole at Maner, 
Kashi, Rampur, Patiala, Lahore, Bikaner, Bhopal. 
Earlier, S.C. Shobha writes of Hindi works of Sufi saints, 
written over a period of two hundred years, from the second half of 
the 14'*' to the middle of the 16''' centuries-
The Hindu works of the Sufi saints amongh whom 
the most well-known is Malik Mohammad Jaiasi 
(about 1540) covers a period of almost two hundred 
years, from the second half of the 14"" to the period 
of Sher Shah Suri in the middle of the 16"' century'^ *. 
'^' Shobha, S.C, Op.cit., pp. 44-45 
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This two hundred-year-span would, incidentally exclude Amir 
Khusro (d.l325 AD) and his grand Sheikh, Fariduddin Masood 
Ganje-e-Shakkar (d.l266 AD). The latter was the Pir or Guru of 
Shaikh Nizamuddin Auliya (d.l325 AD). Incidentally also, Mulla 
Daud calls Sheikh Zainuddin his Pir, or Guru which Shobha mentions 
at p.44, as also that Shaikh Zainuddin was a disciple of Sheikh 
Nasiruddin Chirag Delhi (1356 AD), who himself was a 
contemporary and a fellow-disciple of Amir Khusro. The latter two 
were both spiritually affined to Sheikh Nizamuddin Auliya. The use 
of local languages to communicate with the masses is referred to by 
S.C. Shoba, who gives Shaikh Fariduddin Masood as the example-
Some of them (Sufis) did kmow the local languages 
and their verses in local languages have survived as 
for instance in the case of Baba Farid Gange 
Shakkar"'. 
Scholarship in this regards needs to make amends. Thus, it uses 
the word Sufi as a portmanteau expression to put in just anything it 
wishes. Rather, this should change to naming the Sufi saint, dating 
his time-period, and, specifically stating just what was the Sufi's 
contribution. A holistic view would help people keep together, rather 
than extra emphasis on identities, and therefore, on diffetences. In 
any case, raagmala ethos would definitely lack a full portrayal if this 
holism is forsaken. Thus, it would surprise many to learn that Amir 
Khusro was born 17 years after Sarangdeva's death, that is, they v/ere 
almost contemporaries, the latter lived only a generation earlier, 
Infact, both Sarangdev and Jayadeva regretfully lived very short 
lives, the first for only 37 years, and the second for just 26. Had both 
" ' Ibid. p. 59 
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lived to complete even 50 years live-spans, Sarangdev would have 
missed Amir Khusru by only 4 years, and Jayadeva by 24. The dates 
of Sarangdev, Jayadeva and Amir Khusru respectively are 1210-
1247AD, 1179-1205AD and 1264-1325AD approximately. Again, 
when mentioning Ramanuja (1070-1137) that is, the ll"" -12*'' 
centuries, we forget, not being holistic in approach, that Kashful 
Mehjoob, described by Nizamuddin Auliya (dl325) as a book 
fundamental to Sufi-thought, was by then already in Lahore. Its 
author AH Hujviri, also known as Daata-Gunjbaksh, who died in 
1074.AD and has his mausoleum in Lahore, must have written it 
earlier than 1074AD, and brought it to Lahore in India, that is, even 
before Ramanuja was born. All allegorical readings of Daud's 
Chandyan, Usman's Chitravali, Qutban's Mrigavati and Jaisis's 
Padamavat were based on Sufi thought. What was involved was 
spiritual love and its ecstasy. It was a matter of reaching fana or 
annihilation out of love in God. Metaphorically, as well as, 
allegorically, Daud's Chandyan was a remembrance or reminder in 
that direction. Of course, religions cannot amalgamate, and it is best 
if they retain their healthy identities. Still, love of the divine cannot 
be restricted and exclusive to any particular religion, be it any. 
All in ail, raagmala scholarship has to be strengthened and 
supported by exploring and understanding the 9""-15"* century-span, 
that is, to the five hundred years and more of Muslim presence in 
India previous to 1525AD. It is unfortunate that in the context of the 
country's cultural heritage, the year 1525 AD, is made the referral 
year, the year that is, when Mughals reached India. This, as if, little 
of cultural consequence, vis-a-vis the Muslim presence, took place 
during the entire five century-and-more-span, that lapsed before. 
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Deccan literary Ethos, as affecting its painting response to 
nayek-nayika-bhed and shringara rasa, too has a range that spans the 
secular and the spiritual, as does its Rajasthan counterpart. This is 
being repeatedly emphasized. The latter has at one limit Rajasheker's 
Karpurmaiari. a play, which in effect is a debate on whether the 
female form itself has its own beauty, or, is ornamentation necessary, 
at the other extreme are Geet Govinda, Rasikpriya and Rasamanjari. 
These celebrate the sound of Krishna's flute as the voice of Eternity, 
and, Radha as the all-governing Female Principle. 
Furthermore, even as two great Exoduses of artists, including 
painters, have had far reaching consequences in the North, so has one 
great Exoduses affected art and artists' destiny in the South. The 
three Exodus were in the years 1565 AD, 1658 AD, and 1738 AD. 
The first Exodus in 1565 AD, affected the South when the prosperous 
Vijayanagar kingdom fell to the Bahmanis, and its Hindu artists, 
including its musicians in particular, migrated to Bijapur, Golconda 
and Ahmednagar. This Exodus had to influence the culture of the 
Deccan Sultanates, with the Adil Shahi Sultans in particular, 
committing themselves to 'a cultural renaissance in the South'. 
Professor Nazir Ahmed the editor of Kitab-i-Nauras, makes the 
following comment on the contribution of the Adil Shahi Sultans: 
The monarches of Deccan, particularly the Adil 
Shahi Sultans attempted to evolved a distinctive 
culture based on a unity of indigenous and foreign 
traditions which resulted in the transformation of the 
entire fabric of common life of people . 
''" Shah-II, Ibrahim Adil, Kitab-e-Nauras. (ed., Ahmed Nazir) Sangeet Nafak Akadami, New Delhi, 1956, 
p . ] . 
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Out of them Ibrahim Adil Shah II, attempted to bring the 
Sanskrit concept of rasa and the Persians and Arabic ethos in poetry, 
painting and music together, all for the sake of his subjects, both 
Hindu and Muslim. Infact Professor Nazir Ahmed begins the 
introduction to his addition of Kitab-i-Nauras by the comment that 
'the period comprehending the 16"" and the first few 
decades of the 17"" century is very significant in the 
history of Indian civilization and culture. This 
period is chiefly characterized by the fusion of 
Hindu and Muslim cultures and a unity of indigenous 
and foreign principles."' 
The other two Exoduses were important for the North. In 1658 
AD, Aurangazeb ascended the Mughal throne, and in 1738 AD, Nadir 
Shah ransacked Delhi. On both occasions, artists, particularly 
painters for sheer survival spread the country over, in search of 
livelihood. And thus, it was that Rajasthan got its share of Mughal 
painters, Hindu as well as Muslim. 
This apart, there was a tradition that has often gone unnoticed 
amongst scholars with respect to poetry. Poets were invited to courts 
and patronized, and asked to write if they could, better verses than 
the known Persian greats like Saadi, Nizami, and Hafiz. Poets from 
Persia and Arabia travelled to and thronged at these Sultans' court. 
Poets from Persia came from Shiraz, Isafahan, Qum, Kashan and 
Qazwim. They composed panegyrics and threnodies in praise of the 
Sultans. They wrote musnawis, qaseedahs, and Saqinamah 
(panegyrics) and tazkirahs (histories). An example of Ibrahim's 
services to history is Firishtah's Gulshan-i-Ibrahimi or Nauras 
151 Ibid.,pl 
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Nan^ah. Firishtah was at Ibrahim's court and wrote the book at the 
Sultan's instance. The book is reputed for its authenticity of facts 
and detail and ranks amongst reputed history annals, 
Outstanding among poets at Ibrahim's court, according to 
Mittal '^ ^were Zuhuri, Malik, Khalji, Nusrati, Muquimi, Gawasi, 
Wajhi and Nisati. Of their works, Jagdish Mittal mentions Pern Nem, 
or, the The Law of Love, a romance written at Bijapur in 1591, by 
Hasan Manji Khalji. It is profusely illustrated also, and, its 34 
paintings were done by three painters. Then, there was the masnavi, 
Qissa-t-Candarbardan-0-ahar by the Bijapuri poet, Mirza 
Muhammad Mugini. It elaborates a tragic event in which a Muslim 
merchant, Mahar, fell in love with Candrabadan or Chandrabadan, 
the daughter of a Hindu raja. There is also a Laila Majnu narrative, 
written by a certain Ahmed, during Mohammad Quli's reign. Its 
manuscript is lavishly illustrated. Then there is Saif-ul-Mulka-wa-
Badi-ul-Gama. Its theme is love too. Its tradition is Persian, but it 
has been influenced by Hindu love-poets. It was written by Gawasi, 
who also wrote Tutinama (The Book of the Parrot) also. Yet another 
masnavi has the title Phulban (Flower Garden). It was written by 
Ibn-i-Nisati and bears as its title the name of a nayika, Phulban. 
Finally, there is the masnavi entitled Gubhan-i-Ishq (The Garden of 
love). It was written in 1657 A D, by a well-known poet, MuIIa 
Nusrati. He wrote it for his patron, AH Adil Shah II (1656-72). It is a 
long adventurous romance, based on earlier Persian verses, but, 
elaborating the popular Indian story of Manohar and Madhumalti. 
Mittal describes Gulshan-i-lshq in the following words— 
"^Mittal, Jagdish,op.cit.p.l72 
74 
It contains many supernatural elements. It has 
animated description of nature during the various 
seasons of the year, the garden at full moon, the 
fragrance of Indian flowers and fruits like the 
mango, and, following upon Indian literary tradition, 
his heroine utters her amorous sentiments for the 
hero. 
Love, as Mittal says was 'the core theme'^^l So it u^as, be it at 
the down-to-earth mundane plane, or, be it at its spiritual-best, and 
therefore, divine. In this context, Mittal speaks of 'parables' and 
'metaphors', Shoba *^ o^f allegory, and, Behl'^ '^  directly of divine 
jamal (magnificence) and jalal (majesty). This was the Sufi response 
to the love-theme, which for the Sufi was a matter of perceiving the 
divine. To quote Mittal once again, Dakhni literature's response to 
Sufism (or TassawuJ) had at its base the theme of 'the world as a 
creation of God's love'— 
Dakhni literature owes much to the Sufi theme of the 
world as a creation of God's love, which is manifest 
in many forms, including seemingly endless 
suffering and separation from the source of love: it 
also is imbued with the hope that all obstacles will 
be overcome and finally there will be a union with 
God in love.'" 
And therefore, love stories of worldly couples were but 
'parables' and 'metaphors' in such a perception. Mittal puts it in the 
following way— 
153 Ibid.p.l72 
"'ibid.plTl 
'"Shoba,S.C,op.cit.p53 
'^*Behl,Aditya,op,cit.p.61 
' " Mittal,Jagdish,op,cit.pl71 
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For these reasons Sufis saw in the great love stories 
of worldly couples parables and metaphors for their 
relation with God.''* 
S.C. Shoba also appears to support this interpretation. 
Chandyan, Chitravati, Padmavat, Kanhavat, or, Mrigavati, as have 
this allegorical significance-
It was to clarify the nature of this path that poets 
resorted to the use of allegories, namely, recounting 
the love travails of some eminent personality who, 
smitten by the beauty of his beloved passes through 
severe trails and tribulations in which he almost 
loses his life, but finally procures the object of his 
love."' 
Even Sanskrit and the Puranas could be the source of these 
poetic compositions' as Shoba says— 
The stories chosen could be based on popular 
legends, or semi-historical legends, or those drawn 
from Sanskrit or the puranas.'*" 
Shobha recalls how vital was the tradition of story-telling. 
Jaisi's Kanhavat and Qutban's Mrigavati are works of Muslim poets, 
using a mundane theme to express divine perceptions. Of Cdurse, 
these works were primarily reputed in the North. However, thdt the 
South received its share of similar attention can be supported by one 
more quotation from S.C. Shobha. She begins her fourth chapter in 
which she writes of a cultural synthesis with the following sentence-
'^Mbid. 
' ' ' Shoba,S.C,op.cit.p64 
'^Mbid 
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Sufi silsilahs which had entered the Indian sub-
continent in the beginning of the II"" century, had 
spread far and wide over the North and even the 
Southern part of the sub-continent by the end of the 
14"" century. During this period the Sufis had many 
opportunities of interacting v/ith Hindus.'^' 
Ibrahim Adil Shahll's Kitab-i-Navras is a book of 59 songs to 
be sung, according to the Sultan' in Hindustani music. The Sultan 
even lists the ragas in which they are to be sung. Nineteen are to be 
sung in raga kanara or karnata, six in bhairav, five in malar, four 
each in todi, kalian and kedara, two each in bhupali, ramkari, maru, 
asavari gauri, dhansari, and one each in hafiz desi, purba, barari, 
and nauroz 
The songs sang praises, including those of Saraswati and 
Ganesh. When challenged for not being a Muslim, Ibrahim Adil 
Shah-II asserted to the contrary. He wrote in praise of Banda Nawaz 
Gesudara? of Gulbarga also . 
Ibrahim belonged to an age of dhrupad and was recognized as a 
great dhrupadia of his times, who had not only popularized dhrupad 
but had contributed to ii also. His dhrupad compositions were a 
transitional stage in the evaluation of khayal gayak'^^'i. 
As to rasa, Ibrahim Adil Shah-II appeared interested in it from 
an early age, possibly ever since his late-teens or early twenties when 
he sat with guru musicians. Rasa, literally meant 'juice or essence'. 
As the editor of Kitab-i-Nauras says, Sanskrit recognized nine rasas. 
'*' Ibid. p. 58 
' " Shah-II, Ibrahim Adil, Op.cit., p. 62 
' " Ibid. p. 
'*'* Joshi, Nirmala, Op.cit., p.II. 
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They were shringara veera, veebhasta, raudra, bhayanak, hasya, 
karuna, adbhuta and shanta. The Sultan wanted his Persian and 
Arabic knowing courtiers to be familiar with the nine rasas, even as 
he wanted Persian and Arabic reached out to his public. The Adil 
Shahi Sultans, it is written, tried to commit themselves to 'a cultural 
renaissance', a fusion, a coming together of Hindus and Muslims'^^ 
And, one amongst them was Ibrahim Adil Shah-II (1580-1627), a 
poet musician, calligraphist, and painter, and interested as well as in 
architecture. 
And therefore, in the case of Ibrahim Adil Shah II the tryst of 
the Hindu musicians from Vijayangar to the Bahmani Kingdom must 
have had extra significance. He was 9 years when he ascended the 
throne and by the time he was in his late-teens and early twenties, the 
Hindu musician-migrants must have been in Bijapur for two decades 
and more, and quite settled too, being received well by their host 
rulers, and therefore, prospering under 'royal patronage'. When the 
young Ibrahim, king and in his late teens and early twenties, met and 
sat with his Hindu musician seniors, it must have been a significant 
moment in India's cultural history. He went on to write songs to be 
sung in Hindustani music in praise of Saraswati and Ganesh, though 
he insisted that he was a Muslim nevertheless. Professor Nazir 
Ahmed writes in the introduction of his edition of Kitab-i-Nauras 
about the Sultan's response to the influx of Hindu musicians into 
Bijapur from Vijyanagar— 
The atmosphere of Bijapur was surcharged with the 
musical effect because of the influx of a number of 
Hindu musicians from the most important cultural 
' Shah-II, Ibrahim Adil, Op.cit., p. 1 
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centre of Vijyanagar after its sack, when they were 
left without support. Ibrahim spent most of his time 
in there company and gradually became sympathetic 
to the culture and traditions of his subjects it was on 
this account the we invoke Hindu gods and 
goddesses and was traditionally attached to 
Saraswati and Ganesh'**. 
As history records, Ibrahim became a great patron of the arts, 
becoming himself as has already been said a significant painter, poet, 
calligrapher, and, musician and also, a patron of architecture. 
His Kitab-i-Navras will be referred to again later ill the thesis. 
For the moment, it will be enough to refer to the Sultan's extra 
ordinary interest in the word navras itself. Rather, he appeared 
obsessed with the word, 'enamoured' by it, as Dr. Nazeer Ahmed, the 
editor of Kitab-i-Navras writes. Infact, the Sultan's penchant for 
navras in which 'nav' is the Deccan for 9, made the wdrd 'nav' 
auspicious in the entire Sultanate. And, Nazeer Ahmed is specific 
about what the Sultan must have had in mind when he used the word 
''rasa'— 
It is clear that the Sultan had in mind nine rasa of 
Indian literature, the traits of which he wished to 
introduce among the Persian knowing Muslims not 
conversant with the Sanskrit language and its various 
rasa. His intention was to compose and collect such 
songs as would arouse various sentiments in the 
minds of those who happened to sing them"^ 
Nazir Ahmed gives the reason why Ibrahim Adil Shah II's book 
was given the title. The title's operating word was nauras— 
" ' Ibid. p. 46 
' " Ibid.p. 46 
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The reason for giving this title is that Indians call a 
mixture of nine juices nauras; and if Persians regard 
it as a new of the tree of excellence and persecution 
it is quite app^opriate"^ 
Nazir Ahmed says 'rasa' literally means juice or essence and 
goes on to a d d -
in Sanskrit poetics a peculiar feeling or sentiment 
prevailing in a piece of poetry or even prose is 
called a rasa of a particular kind'*'. 
Ibrahim Adil Shah IPs fondness for the word navras can be 
gauged from the fact that he named a city. 'Nauraspur'; a palace, 
nauras mahal; a. coin, Ibrahim nauras; a special festival, Idi-nauras'; 
his executive and administrative department nauras; and the royal 
flag, amal-i-nauras 
The Sultan Ibrahim Adil Shah was called jagatguru. Gode in 
the foreword to Professor Nazir Ahmed's edition of Kitab-i-Nauras 
writes that the Adil Shahi Sultans of feijapur attempted to bring about 
'a cultural renaissance' with a universal and popular appeal by a 
fusion of Hindus and Muslims. It was a noble attempt with a legion 
of its own for all Hindu and Muslim thinkers of today. 
And, Nirmala Joshi, the then Secretary, Lalit Kala Academy, 
writing the Preface to Kitab-i-Nauras says that Ibrahim Adil-II was a 
talented ruler who was trying to carry forv/ard in the South, 
representing 'the same historical forces' that Akbar did in the North. 
Joshi is also of the opinion that— 
'^ I^bid. 
"^ ' Ibid. p. 46 
"° Gode, P.K., Foreword too Ibrahim Adil Shah-II's Kitabie-Nauras (ed., Nazir Ahmed) Sangeet Natak 
Akadami, New Delhi, 1956, p. VI 
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Ibrahim Adil Shahll not only took Hindustani music 
to the South, but was also instrumental in spreading 
Arabic and Iranian culture in that region'". 
And finally, Ibrahim himself a musician, calligraphist, poet and 
painter also patronized miniature paintings including its raagmala 
variety, as did the other Sultans and Rajas of the Deccan. This was 
for a long time-span, as already said earlier, extending for three and 
a half centuries and more. It was a time-span that began in the 
sixteenth arid went well into the nineteen the century. 
Early raagmala painting dates back to the reign of Adil Shah-I, 
Ibrahim II and to some extent the time of Ibrahim-I. It is preserved in 
the Bikaner collections and has a charming style, a mix of Turkish, 
Persian and Hindu elements. 
On Ibrahim Adil Shah II and Deccan raagmala painting the 
musician-painter-poet-calligrapher-king's own work Kitab-i-Navras 
is being taken as an important source. This is despite Ebelling's 
rematks that one man single-handedly could not do what Ibrahim is 
claimed to have done. The edition is published by Sangeet Natak 
Akadami (1956) after consulting as the editor says, 'six valuable 
MSS'. 
' " Joshi, Nirmala, Op.cit., p. iii 
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Chapter-II 
Raga, Ragini and Rasa 
So far, the thesis has been through initial formulations and 
ragamala taxonomies. Let us now look how raga, ragini and rasa 
create a veritable potential for artists and aesthetes to work upon. 
Paintings which deal with the visual depiction of the primary 
sentiment in musical modes are termed a ragamala. Each raga has a 
primary sentiment or emotion. It is this primary emotion, sung in a 
raga, that is visualized in a painting. A series of such visualizations 
of the primary sentiment of one raga after another, would be a set, or 
chain, or garland of the visualized sentiments of that set or series of 
ragas. When it all began, it may have been a mala or set of beads of 
the primary sentiment of ragas painted in sequence. However, as 
time went by, even the visualized primary sentiment of an individual 
raga acquired the ragamala epithet. Thus, without there being a set, 
series, beads or sequence of paintings, a single raga-painting came to 
be called a ragamala painting. A raga itself is a selection of musical 
notes, set in progression, with some notes more emphasized than 
others, as Dr. Karunamaya Gosvami explains. The notes are not less 
than five and not more than seven. Their order is either ascending or 
descending and their purpose is to communicate some sentiment. As 
Gosvami herself explains— 
A raga is the product of arranging some notes, not 
less than five and more than seven in ascending and 
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descending order in an active direct to 
communicating some sentiment'. 
What is being repeatedly emphasized is once again re-
emphasized, being very significant in the context of Indian music as 
distinguished from the music of the West. The word raga is derived 
from a Sanskrit word root 'ranja', which means 'to be dyed or 
coloured; to glow; or to arouse feeling' or simply 'to colour or 
tinge', or be 'elated', as soon the raga is heard, for it gives 'pleasure 
toall ' . . .^ 
A raga, therefore, is 'concrete', though its sonal features are 
abstract. Dr Karunamaya Gosvami finds 'its essence is abstract'. It 
cannot be seen but felt; for, it is an expression which colours the 
soul. It is the expression of the soul voiced through the throat in its 
different nuances. These interpretations of ranja have abundant 
significance. They associate Colour, Emotion and Sound. 
Raga is thus a composition that arouses emotion, and even 
passion. Brij Bhusan also agrees with Dr Karunamaya Gosvami. A 
condition or state of the soul is expressed through a series of throat 
sounds— 
The state of the soul is expressed by a series of 
sounds emanating from the throat.^ 
There are six ragas and thirty variants called raginis. Each 
raga has five raginis, the total thus is thirty six. Ragas are also 
' Article from Internet, www. raag.com 
^ Gangoly, O.C, Ragas and Raginis: Nalanda Books. 1 947, p.3 
^ Brij Bushan, J, The World of Indian Miniatures. Kodansha International Ltd., p. 34. 
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connected with seasons of the year, and there are six different 
musical instruments named after different seasons. According to 
Coomaraswamy, as already mentioned, ragas have originated in 
more ways than one. Folk-songs, poetical works, devotional songs of 
yogis, and the composition of professional musicians have all helped 
ragas to develop and flower. However, Shyamla Sharma attributes 
their origin to devotional songs and vedic hymns, and, describes 
ragas as a science of shrutis. Infact, she traces even a line of 
development— 
The Vedic text provided the content, and the form 
suggested itself to these singers as a matter of 
discovery. They found out that the sound produced 
from the different parts of the body - the abdomen, 
lungs, throat and head, made a system by itself The 
ratios and proportion, which the sound pattern 
displayed, were discovered and the science of srutis 
was developed. The musical scales were standardized 
after certain controversy and laws were framed to 
regulate the practice of singing. The forms of 
melodies were further evolved and the system of 
ragas established.'* 
The sama-vedic hymns and Bharat's Natyashastra are the 
primary sources of Indian music. Two different classical traditions 
developed from this, one in the South and the other in the North. The 
concepts and tradition are the same, they differ only in detail. As 0. 
Gosvami says in relation to Southern music— 
^ Sharma, Shyamla, The Aesthetics of Indian Music and Dance, included in Indian Aesthetics and Art 
Activity: Proceedings of a Seminar (held at Indian Instituite of Advanced Study, 
Shimla, 1968, p.93. 
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It has a common origin and tradition with the 
northern music and defers from it only in detail 
though in there fundamentals they are very near to 
each other^ 
The next step was note-structure and structural-affinity. This 
classification involved grouping similar melodies under a single 
group or a group of ragas. Gangoly describes this classification as it 
was done in the North as well as in the South which is as follows-
The Northern and the Southern systems of 
classification, originally, involved no fundamental 
difference of principles. In the Southern system, the 
derivative melodies were called 'janyas' or 
derivatives of the major melodies which were called 
janakas or 'father's (later called melakas, or 
unifiers). In the Northern system, the minor melodies 
were picturesquely called 'wives' of the major 
melodies, and the later derivatives, designated as 
sons (putras), just as in the Southern system the 
'janyas' are in the position of the sons of the 
'janakas' (the fathers)*. 
Thus, musical scales were formed according to the ratio and 
proportion discovered in sound patterns. These scales were 
standardized and laws developed to facilitate the practice of singing. 
The ratio and proportion of scales result in melodies, and, different 
melodies constitute ragas. Though musicians refined ragas through 
technical finesse, they also underscored the human emotion these 
' Goswami 0 . C, The Story of Indian Music. Asia Publishing House, New Delhi, 1961, p. 13. 
' Gangoly O.C, Op.cit. p. 95 
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finer musical tones communicated, singing and turning melody into 
pure aesthetic emotion. Mathanga writes in Brihadeshi— 
a raga is that which gets ornamented by the excellent 
tonality and swara combination which produce 
pleasure to the intellect of the audience^ 
Mukund states the definition of a raga as 'that which pleases'l 
However, there have to be ^wara-groups and sequences— 
....The appropriate swara groups and sequences 
constitute the raaga.' 
Thus, melodic movement, i.e., the audible pattern and design 
formed by different arrangements of notes are called varnas. Though 
the varnas are four, yet emphasis is given to the arohi and avrohi, 
i.e., the ascent and descent in a scale. Besides this, another important 
element in music is the vadi. Vadi is considered as the 'prince' 
among the notes in a raga. It is the connecting device between two 
ragas. And it maintains a relationship with other ragas. The vadi also 
helps maintain 'accuracy of intervals between the notes of its own 
tetrachords'. Thus, 0. Gosvami writes of its power-
It has the power to bring out a particular mood 
inherent in the raga'". 
' Mukund S.B. Sangeetha Laalithva Lahari. fThe Waves of Elegance in Music). WQ Judge Press, 
Bangalore, 1989, p. 16, 
* Ibid. p. 16 
'Ibid. 
'° Goswami 0. , Op.cit p. 56. 
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Mukund describes the relationship of the notes as vadi-
samwaadi, and, anuvaadi/ vivaadi which in translation would be 
sonant / consonant, and assonant / dissonant. 
A good musician has to follow the right kind of mannerisms and 
discipline, so as to be able to create and convey various luminous 
meanings in the singing. Also, a raga has a psychic value, suiting the 
requirements of a particular emotional situation and interpretation. 
Infact, each raga and ragini has its own psychic form, corresponding 
to its sonal body over which presides a nymph, deity or devata. These 
deities or devatas are believed to descend on earth through the 
melodious entreaties of the performer. It is a belief in Hindu 
Brahminical thought that wrong singing by the musician would 
displease the nymphs and deities. The worshipper, is therefore, 
considered successful if the divinity, as an image, descends on earth. 
Each deity has its unique aura and can be invoked through prescribed 
incantations which have the inherent quality of invocation. This 
method, according to O.C. Gangoly, is the seed formula or the dhyana 
mantra. A raga, consequently, becomes a religious meditation. This 
further leads to the concept that ragas and raginis have forms, i.e., 
audible sound-forms and visible image-forms, which in Hindi would 
be nada maya rupa. First, the soul or essence is sound, and next, the 
soul or essence is a visual image incarnating the deity. Gangoly 
explains the doctrine. The belief is that the presiding deity may be 
induced to come down through entreaty and incarnate in its physical 
sound-form. If the deity cannot be induced to descend and incarnate 
in its physical sound form, the musical rendering by the devotee is 
supposed unsuccessful. The entreaty would be considered successful 
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if its persuasion makes the deity descend and reveal its visual image 
in the vocal rendering or the instrumental performance. Avatirna 
means to descend in physical sound-form, and, the sound- form is 
called nada-maya rupa; tasvir is to reveal the visual image-
According to the doctrine, it is believed that the 
presiding deity,- the spirit, or ethos of a raga or 
ragini can be induced to come down and incarnate 
{avatirna - lit. made to descend) in its physical 
sound - form {nada- maya rupa). If the presiding 
spirit cannot be induced 'to descend', the rendering, 
or interpreting of that particular melody cannot be 
pronounced to have been successfully achieved. A 
successful interpreter of a particular melody is 
complimented with the phrase that has succeeded in 
pursuading the deity of the raga or ragini to descend 
{avatirna) and to reveal its visual image or picture 
{tasvir) and to live in his vocal song, or his 
instrument of performance." 
In India, Hindu and Buddhist iconographic myths and beliefs, 
act as essential components in the evolution of music and art. The 
belief is that singing to the gods is the nearest path to the highest 
bliss and ecstasy. God is the Nada Brahman, and he has created 
images for melody. The function of these melodies and images is 
therefore, to help worship the supreme deity. Music in Hindu thought 
gets extensive philosophical attention. The concepts of sound-forms 
and visual image-forms helped develop creativity. The concepts 
" Gangoly O.C, Op.cit. p. 97. 
88 
extend to actualization, depiction and formulation of a raga into a 
painting. 
Furthermore, ra^a-compositions and forms have an added 
predilection to evoke nebulous moods and associations. They are 
supposed to influence the psyche. Therefore, they have the capacity 
to cause specific emotional response. The power of a raga to arouse 
this emotional response is measured in terms of this emotive 
response. Gangoly calls it 'the ethos' of a raga. An identical ethos 
can be experienced in poetry too. Gangoly, therefore, actually names 
the emotions themselves, calling a raga the language of the soul, 
w^hich, he says can express itself variously. This variety includes 
sorrow, joy, the storm of passion, the thrill of expectation, the throes 
of love, as well as, the pain of separation— 
Ragas may be said to stand for the language of the 
soul, expressing itself variously, under the stress of 
sorrow, or the inspiration of joy under the storm of 
passion, or the thrills of the expectations, under the 
throes of love - longing, the pangs of separation, or 
the joys of union.'^ 
The characteristic feature of emotion is rasa. Rasa, or the kind 
of emotion, therefore, defines the character of a raga. It is as 
important to a raga as a soul is to a body. Rasa covers a very wide 
gamut of human emotions, and, Indian music assigns specific notes to 
them to interpret them. Dominant notes are assigned to certain basic 
emotions in a melody. Heroism, wonder, resentment, disgust, terror, 
humour and love, are considered basic to human disposition. 
'^  Ibid. p. 8 
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Emphasis is put on a dramatic representation, because moods are best 
expressed in dramaturgic form, be it in poetry, music or a ragamala 
painting. Rasa, thus is a state of mind which can be expressed 
effectively in a dramatic-form rather than in symbolized iconic-
images. In other words, rasa in the mind helps concrete picturization 
of emotion. Gangoly explains this well. The sound-form is the 
medium, he says, through which the raga manifests itself. Its theme 
and subject-matter is the aesthetic emotion that manifests itself in the 
sound-form of the raga. This theme is its motif also, the motif of its 
melody. The rasa is incarnated in the rupa or form of the raga. Thus, 
to invoke the rasa 'one must meditate upon the rupa\ Particular 
kinds of rasa need particular kinds of forms (rupas) of a raga. Thus, 
again, specific emotions or rasa get associated with specific raga 
rupas. The rasa or emotion is the characteristic ethos of a raga rupa. 
Once again, an entire quotation from Gangoly will help these 
statements— 
...the sound form of a raga is the medium, - its 
kernel, or, body, so to speak, through which the 
spirit of the raga manifests itself. The objective of 
raga is the rasa - the aesthetic emotion, the theme, 
the subject - matter, - the motif of the melody. As 
the soul must inhabit a body, so every rasa is 
incarnated in the rupa (form) of particular raga or 
ragini. To invoke the rasa, one must meditate upon 
the rupa. Each particular form of raga - is suitable 
for the expression of a particular type of rasa, that is 
to say, each raga is associated with and is the 
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medium of a particular sentiment, or emotion - its 
characteristic and definite ethos.'^ 
And, therefore, rasa is emotion, which, as the foundation of a 
raga, is its basic sentiment. And a ragamala being a string of 
musicals modes, is in effect a series of ragas, each raga in the series 
being in it for its known specific aesthetic emotion. In fact, all forms 
of Indian art have, as their basis, some variety of rasa. This is most 
true of poetry and a ragamala series. Finally, it is the artist who 
effectively co-ordinates the rasa or the aesthetic emotion with his 
medium, be it in poetry, music or painting. It is the successful 
imaginative co-ordination of the rasa or aesthetic emotion with the 
medium, be it sound, language, line or colour, bringing out and 
creating the proper ethos, that determines an artist's success or 
failure. 
Since Indian art is focussed on religion, it is almost obligatory 
to understand the significance of the deity-manifest in a raga. The 
devatas symbolize and personify each rasa, which becomes the 
theme, ethos and essence of a raga. This deity -manifest, its plastic 
representation, that is, has its own dramaturgic-form. Different 
features in individual forms or mudras were created to communicate 
this dramaturgy. Gangoly is specific. He says that each iconography 
required differentiating features— 
In the iconography of images, it was necessary to 
distinguish the bewildering conceptions of 
Brahmanic gods by devising differentiating features 
" Ibid. p. 99 
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of heads, arms, weapons (ayudha), vehicles 
(vahana), and poses (mudras). '" 
Hence, through the bhava, the emotive-value and significance of 
the rasa is made manifest in both numeric and other arts. There are 
nine kinds of rasa and each rasa has a unique trait or characteristic. 
They are as follows— 
1. shringara rasa - It is one of the most important rasas and is 
called rasa raja. It portrays love in all its variety, be it 
separation, loss, expectation, proximity, pursuit, a quarrel, a 
meeting, or a re-union. 
2. veera rasa- The word veer implies valour - This rasa conveys 
majesty, heroism, enthusiasm, and victory. 
3. karuna-rasa indicates pathos. It is associated with longing, grief 
sorrow and deprivation. 
4. hasya rasa depicts humour, laughter, playfulness, cheer and 
happiness. 
5. raudra rasa is fury and stands for anger, hatred, contempt, and 
jealousy. 
6. hhayanaka rasa is fear. It includes terror, humility, anguish and 
helplessness. 
7. bheihhathasa rasa is disgust, sorrow, and forlorn feeling. 
8. adhbutha rasa portrays wonder, surprise, amazement, and 
happiness. 
9. schaantha rasa is peace, contentment, serenity, tranquility and 
calm'^ 
" Ibid. p. 100. 
'^Ibid. 
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In music, the emotive qualities of rasa get associated with 
specific notes or svaras. Every note or svara has to it an emotive 
quality. Gangoly lists these combinations, confident that particular 
notes have the quality of interpreting particular emotions. There are 
seven notes, sa. ri. 2a. ma. pa. dha. and ni. Thus, sa and ri are said 
to interpret heroism, dhg_ suits disgust and terror; ga and m suit 
sorrow; and ma and pa are appropriate for humor and love. In 
Gangoly's own words-
Particular notes {svaras) have peculiar quality of 
interpreting particular emotions. Thus the notes ' sa ' 
and 'ri'{c and d) are said to be appropriate for 
interpreting the emotions of heroism, wonder, and 
resentment; the note ''dha\a)is suitable for emotions 
of disgust and terror; the notes ' go ' and 'ni' (e and 
i)are suitable for emotions of sorrow, and the notes 
ma and pa(f and gjare suitable for emotions of 
humour and love.'^ 
Rasa depends on bhava, and bhava on expression or mood. 
Therefore, when it comes to either poetry, or music, or even painting, 
bhava becomes the expression of a particular mood. 
Hindu aesthetes believe that rasa encompasses all basic human 
emotions. Furthermore, that it is passion, sentiment, and mood which 
become the efficient cause of human surrender to the Divine. And 
thus it is that music, as well as, lyrical poetry has satisfaction and 
even ecstasy transformed into prayer and worship. 
' Ibid. p. 98., 
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Each emotional expression is intricately woven its the six ragas 
and thirty raginis. Originally, male ragas were associated with 
heroism, courage, strength, anger and fury, while female raginis were 
associated with exuberance, pathos and extravagance. More often 
shringar rasa is considered suitable for depicting a ragini. Shringar 
rasa is the rasaraj. It has affinity to feminine nature in its behaviour, 
appearance and posture. It has almost always been the first choice of 
musicians, poets and painters, particularly, for depicting ragini 
female forms. Thus, the six initial ragas, according to Brij Bushan, 
remain the same across the entire country. The six ragas are-
bhairava, malkaus, hindola, dipak, shree and megha. However, 
raginis vary with region and tradition, and therefore, their numbers 
increase, and even multiply. 
Apart from ragas, Indian music has other components. These 
are bhava, thala, laaya and schruti. Bhava is mood or expression, 
thaala is rhythm, and laaya is tempo, while schruti is pitch or key. A 
delicate balance needs to persist among these components in order to 
make the resulting sound tantamount to music. As parts oi ragas they 
tenderly combine to arouse the aesthetic emotion, feeling and 
passion that the human soul strives for. These constituents contain 
the singular ability to incarnate the deity of a particular raga. 
Together, these components determine the characteristic of a melody, 
transforming the whole world of music into a celebratory moment. 
These fundamental constituents apart, ragas are also always 
associated with time and season. Time and season stand on the 
threshold of emotion in a raga. Time-theory in this context is very 
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significant. It matches and co-ordinates with the times of a raga 
effectively and smoothly. Indian aesthetes have believed that 
emotions change with time, since time does not halt but instead 
keeps changing. Moreover, it was also observed that human emotions 
do not remain constant. They also change. Certain ragas are sung at 
specific hours of the day with a specific emotion in mind. According 
to O. Gosvami— 
Different moments of the day arouse and stimulate 
different moods and sentiments.'^  
Therefore, it was thought inferior and even dreadful if a raga 
was not sung at its allotted time. If sung otherv/ise, a melody was 
thought and even found to lose its beauty and art. If the time-
prescription was not followed the raga had to fail, in as much as, the 
stipulated aesthetic emotion that was supposed to affect the soul was 
not aroused. Brij Bushan appears to agree— 
The full flavour of a raga is experienced only at its 
appointed time. To sing or play it any other time is 
not only evidence of a lack of taste and knowledge 
but is also considered inauspicious.'* 
0. Gosvami goes further and describes music as a 
'psychological' and 'physiological' condition of expression. There is 
risk of losing health if a raga is ill-timed— 
But the ancients believed in the diurnal and 
nocturnal effects of the music and therefore it has 
" Gosvami 0., Op. cit. p. 89. 
'* Brij Bushan Op.cit. p. 37, 
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been said that 'one loses his health both by singing 
and listening to a Ragaa,' not executed in its proper 
time'^ 
Hindu thought divided the day into 'light praharas watches', 
each prahara with duration of three hours. And, ragas too are 
classified and constituted according to the specific time that they are 
to be sung. 0. Gosvami lists the hours of day and night assigned to 
various melodies. They are as follows— 
1. The morning twilights or dawn which begins at 4 am 
and lasts till 7 am. 
2. The first watch begins at 7 am and ends at 10 am. 
3. The second watch is from 10 am to 12 noon. 
4. The third watch is from 1 pm to 4 pm. 
5. The evening twilight hours are from 4 pm to 7 pm. 
6. The first watch of the night is from 7 pm to 10 pm. 
7. The second watch of the night lasts from 10 pm to 12 
midnight. 
8. The third watch of the night is from 1 am to 4 am. 
However, some Indian authorities on music do not restrict the 
impetus of a raga to particular times of the day, and instead, time 
and again have moderated it. Infact, aestheticians have often 
systematized and organized the ragas. Musicians too have extended 
the hours of the day and seasons, and synchronized and 
complimented them with different moods and emotions, and in doing 
so, extended the fringes of interpretation. 
The traditional association of music and poetry with seasons is 
said to be very old and often still continues, Some authorities 
" Gosvami O. ,Op.cit. p. 90 
°^ Ibid. p. 91 
96 
associate seasons with agriculture and cultivation. Legends believe 
that seasons related to farming, cultivation and harvesting were 
celebrated with great fervour, thrill and joy. Actually, the Aryans are 
believed to be the source of the whole idea of celebrating and 
enjoying farming and agriculture. Hence, each season or seasonal 
festivity, had its proper divinity and melody associated with it. 
Again, the concept of worship and a path to religious bliss often 
becomes the liet motif. Gosvami writes about Aryans also adapting 
themselves to indigenous fertility cults— 
When agriculture came to occupy a place of 
importance in the lives of the Aryans newly settled 
in India, they began to adopt many of the seasonal 
rites and festivities connected with the fertility cults 
and agriculture from the indigenous people.^' 
Since the concept of ragas centers itself on sentiment, poets 
and musicians, and later painters, tried to capture the subtle nuances 
of the sentiment of each raga and matched it with the subtleties of 
moods of nature. They enhanced the spirit of each melody into subtle 
emotion, making it seem a human reaction to time and nature in a 
particular human situation. Thus, the moods have been depicted 
according to seasons best suited to them in all three forms of art: 
music, poetry and painting. Therefore, some ragas are common to 
both music and poetry. And Gangoly emphasizes this convergence of 
season and human emotion as a common factor— 
/. Vasanta raga is the human reaction to the joy of life 
in spring; 
^'Ibid. p. 82, 
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2. Megha raga is a response to the advent of rains, 
with all the exuberance of desire and opportunity for 
enjoyment; 
3. Puravi raga as the evening melody, is the 
lamentation of nature for parting day. 
4. Bhairavi raga is the melody of love and devotion; 
5. Madhurrtadhavi bespeaks the peace of love and 
contentment; 
6. Lalita stands for unsatiated love, and the sorrow of 
separation at daybreak; 
7. Todi is the surrender of animal life to the magic and 
enchantment of the beauty of nature. 
5. Nat is the symbol of the heroic or martial spirit in 
man. 
9. Asavari is the melancholy pleading of a grievance 
for a just redress^^ 
In Indian art, particularly when it comes to the ragamala 
genre, the three genres poetry, music and painting are equally 
significant. The underlying sentiment common in all the three forms 
of Indian art was love, which could be for the divine as well; like 
secular poetry there was religious poetry too, with the secular often 
having the potential of expressing religious sentiment. Thus, entire 
treatises on music and the arts, like prayer-formula verses were in 
Sanskrit. Poetry had further scope, in as much as it could be 
descriptive as also narrative. Even Bharat's Natyashastra and 
Mathanga's Brihadeshi are religious verses but are at the same time 
descriptive and narrative too, based on natya or drama. Dehejia says 
that the prototypical art- form in the days of Bharat was natya or 
^^  Gangoli, O.C, Op. cit. p. 101 
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dance-drama. Romantic emotion in it had religious, as well as, moral 
overtones, and drama notwithstanding, it could be in narrative also— 
...the prototypical art form in Bharat's time was 
natya or dance drama and the romantic emotion in 
this was not only subsumed in a larger narrative but 
equally under dharma or a certain moral order". 
Furthermore, these religious dance dramas were transformed 
into iconographic images. The moral behind these iconic dramas had 
a lasting influence on the audience, among whom successful Indian 
traders along with their trade, patronized this aspect of natya as 
story-telling religious drama, and passed the concept on from place 
to place, as they travelled. 
Still furthermore, the combination of religious verses and 
romantic emotion with drama gave rise to romantic poetry. Prakrit in 
the North and Tamil in the South, had a penchant for the romantic. 
This had a liberating influence. And the change-over from Sanskrit 
to Prakrit, and to Tamil, created an ethic of emotional sentiment. 
Dehejia emphasizes the romantic element, as he had, writing of 
Bharat's days, the religious and moral aspects— 
Both traditions produced a rich genre of mukataka 
kavya or miniature romantic poetry where the 
romantic heroine pulsated with heart throbbing life 
and vitality, where glances were more powerful than 
arrows and gestures^''. 
^^  Dehejia, Harsh V., The Vaishnava Ethos and Shringara Bhakti. included in A Celebration of Love (ed,, 
Harsha V. Dehejia) Roll Books 2004, p.287 
^Mbid. 
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This apart, Vaishnavism and Bhakti influences which 
emphasize divine love over ritual practice, also hastened religious 
and cultural activity. Prakrit languages like avadhi and brij bhasha 
absorbed the classical conventions of Sanskrit literature and 
contributed tremendously to Vaishnava literature. What flowered in 
terms of art were vernaculars and pictorial forms. Other than this, 
Sufi poets also motivated this act of 'passionate devotionalism.' 
Anjan Chakraverty writes— 
Relevant here is the role of Sufi poets, who 
introduced nuances of the Perso-Arabic literary 
tradition into the vernacular^'. 
Vaishnavism was humanistic and egalitarian, says Sita Sharma, 
and popularized Puranic myths and legends among the common 
people— 
With the waning of Sanskrit, Prakrit and Apabhramsa 
tradition, the vernacular literature took the 
prominence. The humanistic and egalitarian 
movement bringing different sects and creeds of 
Hinduism and Islam together in common mystical 
worship and the popularization of Puranic myths and 
legends among the common people . 
Consequently 'passion' and 'dramatic overtone', became 
primary sources of inspiration for both the artist and the artisan. 
Again, as has been repeatedly said, li was rasa that was depicted. 
Rasa as love initiates the key, be it for music, poetry or painting. 
^^  Chakarvati, Anjan, Indian Miniature Paintings, Roli Books, 2005, p. 24, 
*^ Sharma, Sita Krishna Lila Theme in Rajasthan Miniatures. Jragati Prakashan Meerut, 1987, p.26. 
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Love-themes, therefore, captured various aspects of human emotion 
as depicted in poetry. As a result, music, poetry and painting became 
modes of worship. Shanti Rati Mishra writing about poetry says that 
love-poems cover a wide span of the love-situation— 
These love poems cover the multifarious aspects of 
love and love situation, clandestine, pre-marital, 
marital, extra-marital that continues to have a 
universal relevance and appeal even to this day. 
Despite the simplicity of contents these poetic works 
displayed a sophistication of style that earned them 
the respect of the literati". 
However, Gangoly says that 'intrusion of literary ideas' into 
music proved 'disastrous'. He believes that— 
. 28 
...music begins where the language of words fail . 
Still, Gangoly accepts that the poetical expression and 
personification of musical ideas that arose were grounded in Indian 
classical conventions. This lent consistency to Indian art. Gangoly 
even speaks later of a unification of literary and musical ideas— 
The introduction of these poetical ideas has not only 
enriched the significance of the musical expressions, 
- but, also helped to achieve a happy and a subtle 
unification of literary and musical ideas . 
^^  Mishra, Shanti Rati, The Romantic Nayika: A Dancer's View, included in A Celebration of Love (ed., 
Harsha V. Dehejia), Roli Books, New Delhi, 2004, p. 227. 
*^ Gangoly, O.C, Op.cit. p. 102 
^'Ibid. 
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The classical conventions of Indian art, specifically poetry, 
included the nayek-nayika tradition, the rasikpriya, and rasmanjari 
parampara, as also love - lore eroticism. These, together with the 
symphonic forms of nada maya rupa m music, and, the iconographic 
images of love -lore poetry, opened a new thrust area for Indian 
artists and aesthetes. Finally, the basis in all the three forms of 
Indian art was rasa or emotion, and this phenomenon remained a 
common factor in all three forms of expression. 
According to Gangoly, the dhyana formulas in Sanskrit verses 
and quatrains represent the devata maya rupa, that is, the image-form 
of the raga or ragini. The dhyana formulas became the source of all 
pictorial representation of Indian melodies. The verbal descriptions 
contained in them the essential emotion and spirit of the ragas and 
raginis. Thus, to quote Gangoly— 
These dhyana-formulas in the shape of Sanskrit 
verses and quatrains represent i:he devata maya rupa, 
the image forms of the raga and raginis. They are the 
sources and the bases of pictorial representations of 
the Indian melodies-the well-known 'Ragamala' 
pictures. In these verbal descriptions-the essential 
character - the spirit, - the rasa, - the emotional 
objective of each raga or ragini is indicated . 
0. Gosvami focusses on the unique blending of the emotions in 
music with painting — 
The Raga murtis in the form of Dhanyas have led the 
Indian mind to depict the circumstances, moods and 
30 Ibid, p 101 
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appropriate environments, in a unique blending of 
music and painting in a harmonious whole '^. 
Alka Pande in an article entitled Myriad Moods of Love, 
defines ragamala painting as inspired by music— 
Ragamala are the musically inspired Indian 
miniatures'^ 
Pande says that the raga system is specific to Indian music, and 
ragamala paintings are a synthesis of poetry, music and painting— 
Ragamala paintings as the name implies, was 
inspired by the raga system specific to Indian music 
and is a synthesis of music, poetry and painting^ .^ 
The origin of these gratifying painted expressions can be traced 
to Kohala, an authority on music before Bharat, who in Silparatana 
instructs that sound images, and rhythm and tones should be stored in 
a painter's memory before the painter embarks on the visualized 
composition— 
The sound images, the rhythm and the tones should 
be stored in the memory of the painter before it is 
visualized into a composition^.. 
However, Gangoly is particular about musical values and says 
that descriptive ideas remain descriptive, and therefore, at best are 
indicators of rasa only and not of musical values— 
' ' Gosvami, 0, Op.cit. p.239 
•'^  Pande Alka Myrads Moods of Love, included in A Celebration of Love (ed, .by Harsh V. Dehijia) Roll 
Books, 2004, p. 48. 
Gosvami, 0, Op.cit. p.239. 
" Ibid. 
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They are by no means, a description of musical 
values but an indication of the rasa - the nature of 
the emotions for which the melodies stand^^ 
Gangoly cautions against degrading musical values. It could 
reasonably be insisted on, that dhyana formulas and their pictorial 
illustrations were an interpretation of rasa, the environment and 
atmosphere being proper. The formulas and their illustrations were 
embodied in the melodies. However, it is not yet exactly clear when 
were the iconographies of the ragas and prayer verses began. It is 
certain though that all the iconographic Schools, i.e., Hanuman's, 
Narada's and Brahman's, had been established. Infact, any two 
Schools could have identical iconographies and Gangoly points out 
t h a t -
Where the conception of a particular raga in any two 
schools is identical, - a similar or closely analogous 
iconographic formula is used^ *. 
Further effort was made to give ragas a graphic form, while 
maintaining their 'individuality'. Emotion or rasa definitely has an 
inherent dramaturgic potential, therefore, rasa values or emotive 
values were assigned to specific dramaturgic situations. Sound too 
was dramaturgic, and so was a melody's emotive drama which 
unfolded when a particular raga was sung. This association of rasa 
or emotion helped create the appropriate sonal dramaturgic ethos 
specific to a melody. Gangoly gives priority to this association, 
rather than to ancient discoveries— 
35 Gangoly, OC Op.cit. p. 102 
'' Ibid. 
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The rasa-vsilue and their application (viniyoga) with 
reference to a situation in a drama, are indicated for 
each melody described. Therefore, the presiding 
principle of the melodies may be ancient discoveries, 
but its association with rasa and emotion helped 
create the proper dramatic condition. Ancient 
authorities have much to say about music, drama, 
poetry and painting generally, and more particularly 
on the association of rasa /emotion with the rest . 
Therefore, the presiding principle of the melodies may be 
ancient discoveries, but its association with rasa and emotion created 
the proper dramatic condition best suited for each melody. 
Ancient authorities have much to say about music, drama, and 
poetry, specifically on all these three forms of Indian art in relation 
to ragamala paintings. The Natyashastra had initiated categories and 
classifications of love. Dancers, dramatists, and Sanskrit poets alike, 
utilized these classifications. Thus, much before ragamala paintings 
were begun, treatises and books specifically ascribed as 'ragamala 
texts' were written. Mathanga, Dattila, Bharat and Kohala are 
considered ancient authorities on 'ragamala texts'. Initially, these 
texts were in Sanskrit. The concept of these texts centers around 
dhyana slokas and dhayana murtis. The former creates an 'image' 
and the latter puts in details. The dhyanas are descriptive prayer 
verses. They formulate and create an ' image' which is 'divine' and 
'sacred', besides being the same for a particular raga that is the 
image invoked when that raga was sung. The divine ' iconic' image, 
therefore, held an important place in the world of Indian music. 
37 Ibid. p. 103 
105 
Thus, it was thought necessary to unfold the images inherent in the 
dhyanas. 
As has been already said, every raga had its own invoked 
image. Also, these dhyanas gave final shape to that image in a raga. 
Gosvami calls it the 'mental picture' of a raga or ragini. It is 
invoked, takes shape and develops. And, dhyana formulas were really 
intended to help this as the singing of the raga proceeded. 
Thus, the mental picture helped the human mind instantly 
associate and relate the image to the contemplative verses. Again, 
Gosvami also talks about the source of giving ragas a human form. 
And, the source he believes comes from the creator himself, since it 
is a belief that 'a creator can be imagined from its creation.' 
Gosvami quotes Julian Huxley— 
Theistic belief depends on man's projection of his 
own ideas and feelings into nature. It is the 
personification of non- personal phenomena, and this 
personification is God's major premise . 
Vedanata also stresses this point— 
...that man who himself is the subject of creation 
creates even God . 
Now, it depends upon the artist, be he a niiusician, a poet or 
painter, as to how beautifully he is able to re-create the image of the 
raga. Ancient writers succeeded in portraying and capturing 'images' 
and 'forms' in contemplative verses. And, ragamala texts played an 
*^ Gosvami 0 . , Op.cit. p. 86 
'' Ibid. 
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important role in the visualization of the images or iconographies 
associated with ragas. 
Gangoly has dedicated a whole chapter on 'ragamala texts' in 
his book Ragas and Raginis. Gangoly has listed authorities and their 
contributions. Kohala, for the first time in Sangitratnakara indicated 
the presiding deities of each melody. Gangoly refers to bhima-sadja, 
an ancient melody described in a prayer formula. In the context of 
musical iconographies it is the earliest. Gangoly describes the archaic 
melody— 
...the Bhinna-sadja an archaic melody, is described 
in a prayer-formula in the text of Raga-Kutuhala, 
which from the point of view of musical 
iconography, must be regarded as one of the earlier 
texts'". 
Gangoly further lists contemplative verses from Sangita-sara-
samgraha. Every single detail has been put in these verses. And an 
illusionary image appears and strikes the mind in each case. 
Gangoly's list includes the 'contemplation' of the following three, 
namely ghurjari, todi, and desi— 
Contemplation of Ghurjari: 
Covered with a white mantle (armour) playing with 
her companions with balls in her hands, swaying in a 
dance (?) worship, in the region of my heart 
Ghurjari'". 
'"' Gangoly O.C., Op.cit. p. 106. 
"Ibid. p. 109 
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Contemplation of Todi: 
With a glass cup filled with the wine called 
Kadaumari, with her beautiful face supported by her 
left and with right hand, carrying a portion of the 
silken scarf of her lover, 1 also think of Todi, in my 
heart'l 
Contemplation oiDesi: 
Living in a hut of Usira grass, holding a wreath of 
flower in her hand of a very fair complexion, clad in 
attractive robes, I contemplate of the youthful Desi . 
The visual picture in Ratanmala is drawn as follows— 
With the slow movement of a king of elephant's, 
with eyes like that of a fawn, with a complexion like 
the lotus, with heavy hips, with her plaits dangling 
like a serpent, with a frame quivering like a delicate 
creeper, this comes into view, the ragini Desi, 
sweetly smiling. This is Desi"*^ . 
Individual interpretations may differ (of the dhyanas) but the 
image of a beautiful lady comes clear into mind. And then rasa, as 
sung with raga identifies its emotion. 
The practice of composing ragamala texts continued till the 
fifteenth century. A complete series of this kind was composed by 
Narada as Pancama-sara- Samhita, dated 1440AT). The concept of 
"^  Ibid. p. 109 
'Mbid.p. 110 
'' Ibid. 
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ragini was introduced for the first time in this treatise. The tradition 
of composing a text based on ragamala continued during the Mughal 
period, and out of these, Mesakarna's texts were considered the 
earliest, which Gangoly also endorses— 
The earliest landmark during the Moghul period is 
the work called Raga-mala by Mesakarna composed 
in 1509 A.D''^  
Pundrika Vithila is another important name amongst writers of 
ragamala texts. He composed a ragamala text in 1576 A.D. Gangoly 
thinks this composition more 'iconological' and 'hieratic' than 
others. 
Yet another text-series named Ragavivodka was written by 
Somanth. Gangoly considers the series 'inadequately descriptive', as 
the writer uses the name of the nayika to suggest the emotive 
qualities of the melodies. Still another text-series is by Damodara 
Misra called Sangit Darpana. Its author follows the School of 
Hanuman in its compilation. Bhanu Datta too has quoted early 
ragamala texts. Besides these known treatises, there are works by 
anonymous authors also. 
However, there are no clues about these verses having been 
painted as early ragamala paintings. Nor have there been any 
pictorial illustrations that show these verses painted earlier than the 
estimated date positioned in early fifteenth century. Gangoly is not 
prepared to go earlier than the sixteenth century to date ragamala 
'' [bid. p. 
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painting, and in no case earlier than the fifteenth century. To quote 
Gangoly— 
It is difficult to suggest, if pictorial illustrations, 
answering to these descriptive word pictures, had 
been painted very much before 16'*' century, the 
estimated date of the earliest ragamala pictures. 
Although no pictorial representation as early as the 
15"" century have yet come to light'*^ 
Thus, Sangita-mala, written by an anonymous writer, has the 
latest datable ragamala text. It provides for the first time an 
elaborate description of verses, followed by a visualized image of the 
melody, its rasa, its note structure, as also, the time suitable for its 
singing and even some old examples. Gangoly gives the details-
Each verse is followed by a note in Hindi under the 
title of sahitya gudhartha (i.e. implicit rhetorical 
significance of each melody) in which the nayika 
(the heroine), nayak a (the hero) and the rasa 
(emotional flavour) of each melody are specified, 
and is accompanied by two or three examples of old 
songs in which each melody has been appropriately 
47 
sung . 
Infact, Gangoly even quotes some from Sangeetmala, as 
examples, and also gives the 'rhetorical interpretation.' Thus, he 
chooses raga dipak as the example from the book— 
Dipak-raga: Born from the eyes of the sun; by the 
effulgence of his complexion scolding the flower of 
""Ibid.p. no 
"'ibid. p. 116 
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the pomegranate; ravishingly graceful as he rides on 
a rutted elephant; accompanied by female attendants, 
carrying round his neck an incomparable neklace of 
pearls. The melody is centred on the note sadja, it is 
sung at noontide in summer season''^ 
Rhetorical interpretation: The hero is a wily and 
faithless person. The heroine is a married spouse of 
the middling type, in the fullness of her youth. The 
prevailing emotive flavour is enjoyment of love-
passion. This melody should be applied to emotions 
of this quality'". 
The image in the above paraphrase is clearer than those 
described earlier in this thesis. Gangoly ends the Sanskrit section of 
ragamala tQXts with Tagore's Sangit-sara sangraha, which Gangoly 
believes provides varieties of ragamala texts based on the three 
known schools of thought. Gangoly says that Sanskrit literature, not 
available to the common man, had even the details of rasa-\Si\uQ, that 
is, the innovative quality of the descriptive verses, as also of note-
structures. 
Sanskrit being the language of the ragamala texts, the 
necessity of translating the texts into a vernacular was also felt. Of 
course, the transition from Sanskrit to Prakrit had begun. This has 
already been noticed earlier in the thesis. Hindi, Avadi and 
Brijbhasha were the dialects generally spoken. These were the 
languages into which the Sanskrit ragamala texts were translated. 
This apart, the advent of the Mughals and their interest in Indian art, 
"^Ibid.p. 117 
^"Ibid. 
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particularly music and painting, further strengthened the process 
which completely unlocked the 'key' of Sanskrit musical texts into 
Hindi. Gangoly explains how 'short popular recessions' in Hindi 
verses make the secrets of musical theory available to all and 
sundry— 
In this way short popular recessions in Hindi verses 
opened to all and sundry the secrets of musical 
theory and sciences hitherto locked up in learned 
treatises in Sanskrit'". 
As time went on, sheer curiosity, as also, the popularity of the 
musical verses encouraged further translation into local dialects and 
Hindi couplets and dohas. The Hindi version of the literary verses 
was welcomed by the community. It also established a fresh genre for 
Hindi poets. Availability of ready emotive-values proved a facility 
for these poets. The poets did differ from the originals, and often 
apprehended more elaborate situations. It all depended upon what the 
poet interpreting the raga ragini emphasized in action, emotion, and 
colour. Gangoly cites a compilation by Maharaja Swai Pratap Singh 
Deo of Jaipur as an example— 
Now the picture (image) of velavali is written: For 
the purpose of meeting her beloved in the trysting-
place, she is putting on her jewels, (sitting) on the 
terrace; and she is repeatedly recalling and involving 
her favourite deity-the God of love; her complexion 
50 Ibid. p. 118 
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is like the colour of blue lotus. A ragini visualized 
as above, one should recognize as Velavaii^'. 
The poets of Prakit languages maintained the emotive value of 
the ragas and created distinct and accurate images of the melodies, 
which were more readily amenable to pictorial illustration. 
According to Gangoly, the concepts, being in Prakit, were easier to 
apprehend; this apart, the emotional rendering was now more 
elaborate and more dramaturgic— 
...but in their popular Hindi versions, these original 
musical images are each amplified and elaborated in 
an emotional situation, in an appropriate dramatic 
form which makes it easier to apprehend their 
inherent emotive concepts^^. 
Thus, iconographies of the dhyanas conceptually remained the 
same, as did the ra^a-value in the dramatic situation. It was the 
musical image that was elaborated just for pictorial purposes. 
These literary forms of melodies thus poemized the pictorial 
motifs later visualized in a ragamala picture. And, though it is still 
not exactly clear when the iconographies were painted, this much is 
certain, that on popular demand the literary forms were visualized as 
love stories in which Krishna and Radha, the ideal lovers, were very 
often the leitmotif. This apart, Indians being profoundly religious, 
other myths and legends were also sung and painted. Alka Pande in 
her article entitled Myriad Moods of Love, included in A Celebration 
"ibid. p. 136 
" Ibid. p. 140 
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of Love (ed., Harsha V. Dehejia) not only lists the raginis but also 
elaborates the legend or iconography attached to each. Thus, her list 
name fourteen raginis. The information she provides needs to be fully 
quoted being essential to the present thesis. Pandey says that raginis 
as described by authors and as portrayed through song and painting 
alike, were as follows. They are quoted entire— 
Ahiri Ragini- : The legend behind this Ragini tells us 
that Basu Nag (a male divinity) abducted a woman 
and then set her free telling her that she would give 
birth to eighteen Nagas whom she must feed daily. 
Once they were born she did as instructed and kept 
them in an earthenware pot taking care of them 
everyday. The iconography of this ragini is 
associated with the cult of Nagas. The name Ahiri 
probably has some co-relation to the tribal cult of 
the Abhiras. 
Asavari Ragini: The iconography of this ragini also 
supports the theory that it has its origin amongst the 
snake charmers. She is primarily depicted playing a 
wind instrument or the NagasM'ara. 
Desalchya Ragini: According to Coomaraswamy she 
is 'An accomplished and clever young woman, 
fragrant of body, in all its parts fixing her heart upon 
her lord such a lady is Desakhi. The Sangitmala 
states that Desakhi is a beautiful woman but 
aggressively inclined with an angry expression. The 
term Desakhya is derived from desi, originally used 
to characterize a whole class of local regional or 
folk music. 
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Devagandhari Ragini: The name is composed of two 
words deva meaning divine and gandhari derived 
from Gandhara, the third note in the scale, which is 
the predominant note in this ragini, the theme of 
which is mostly devotional. 
Dhansari Ragini: Here the nayika is depicted 
painting the portrait of her lover while awaiting his 
arrival. Reminiscing of him, she displays her skill in 
painting in addition to describing her love for him 
with successive strokes of her paintbrush. 
Gauri Ragini: In this portrayal the devotional or 
romantic aspect is not highlighted as much as the 
loveliness of the woman depicted at the height of her 
beauty and feminity, playfully gathering flowers in 
her garden. The dominant flavour is that of 
vipralabha shringara or unrequited love. 
Gunahari Ragini: The forest of jealousy is depicted 
where the courtesan, whose faithful lover returns to 
her and arouses her jealousy. 
Todi Ragini: The nayika is usually depicted with a 
musical instrument (vina). A melancholy Ragini, 
popular with both musicians and painters Todi is 
essentially pastoral in spirit and the paintings 
usually reflect the loneliness of the heroine as well 
as the idyllic atmosphere with charming 
expressiveness. 
Vibhasa Ragini: Lovers in the early hours of the 
morning relaxing in each other 's company after the 
enjoyment of an amorous dalliance. The poetic 
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inscription on one of the miniatures is an example of 
the celebration of love. 
Varari Ragini: The amorous aspect of the Ragini is 
depicted in the varari Ragini. It has been depicted as 
the Raga and Ragini that embrace one another. 
Sambhoga Ragini: Represented by two lovers 
watching a landscape. 
Kannada Ragini: The simile here is of the pleasing 
melody of the Kannada Ragini. It is to that of a 
beautiful lady in a lovely garden. The sweetness of a 
Ragini is analogous to sweet love scenes with a 
nayika entwined coyly in the arms of the nayaka. 
Sorath Ragini: This is a melody for royal lovers 
where the queen or the princess is shown sitting with 
her spouse enjoying an evening of music. 
Deepak Ragini: Has also been represented as a 
melody for royal lovers". 
Thus, the thrust area in the ragamala ethos being firmly 
esconsed in the raga/ragini/rasa tradition, it can only be 
comprehended in the profoundly emotive contexts of rasa and its 
perpetual divine undercurrent. But then, this is characteristically an 
Indian feature and needs complete empathy for it to be understood. 
However, responses to music being different in different cultures, 
some understanding of the West's idea of music is necessary to see 
why rasa value or emotive quality may not be easily acceded to by 
" Pande Alka, Op.cit. p. 49 
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the West. This has been referred earlier, and briefly explained also, 
particularly in the introduction. 
In Indian music it is the primary sentiment or emotion of a 
raga that is visualized in each ragamala painting. But then, as 
cautioned earlier two caveats must be kept in mind. Exceptions like 
Yehudi Menuhin apart, who has been quoted earlier, philosophers 
like Sussanne Langer, would prefer to treat music as 'pure form'. 
Therefore, they would consider emotion a drag on it and thus a 
'limiting factor'. Western philosophers write of 'significant form' in 
arte-facts. And 'significant form' it is said, to repeat once more, can 
only be felt but difficult to define. For, about feeling, Langer says 
that there are two: objective and subjective. And, the factor important 
is that it is only 'objective feeling' that can help understand 
'significant form'. Thus, 'subjective' feeling being ruled out, 
emotion and emotive-values would, according to the West, shackle 
'pure form', which it is thought that music is '^*. On the contrary, in 
Indian music ragas are presumed to influence emotion. There are 
emotive- values which is another expression for rasa-values. This 
was the first caveat. 
The second caveat is as has been already explained earlier, 
about Western music isolating and individualizing a note. This, in 
Indian raga music is unthinkable, there being an element of the 
'familial' in it, the shrutis or microtones even participating with the 
dominant note. This too has been explained earlier^^ 
•* Langer, Sussane K, Philosophy in a New Key. Harvard University Press, Cambridge, Massachussets, 
1974 p. 238. 
" Gosvami, O., Op. cit, p, 244 
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Today, as Gautam writes in The Concept of the the Raga in 
Hindustani Music, an article published in Aspects of Indian Music 
(2006). which Professor Sumanta Mutatkar edits, the raga had 
'acquired a wider definition'. It has— 
shed some of its old rigidity and began absorbing 
some of the aspects of other melodic systems of 
music'^ 
As Gautam says, musicians 'began to deviate and diverge', and 
the distance between the shastras and 'music as practised' not only 
widened, but 'kept on widening'. While earlier, the raga was 
supposed 'powerful enough to invoke the elements', it lost 'its super 
natural powers, as it were, and became more and more a purely 
aesthetic form' . Thus, earlier, raga dipak could heat and inflame, 
and raga megh malhar cause rain, the important condition was that 
there had to be 'a devout singer'^l Be that as it may, when ragamalas 
were painted, as history records, from the fifteenth to the nineteenth 
centuries, raga as 'pure aesthetic form' was a long way to come. For, 
Raghava R. Menon in The Sound of Indian Music, as late as in 1976, 
could write at p.78 of Kumar Ghandharva's 'gleaming quick of the 
swara', and would wait for the man or woman, whom 'you may come 
across once in a while who you realize suddenly is a musician', and 
'who is not a sum' of his or her 'parts ' , but who is 'also something 
more', for such a musician adds an 'incalculable mysterious element' 
to everything. And, it is— 
" Gautam, M.R., The Concept of Raga in Hindustani Music, included in Aspects of Indian Music (ed., 
Sumati Mutatkar), Sangeet Nataic Alcademi, Hope Publications, New Delhi, 2006, p. 14. 
" Ibid. 
'' Ibid. 
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Him or her you go to hear, not a particular raga or 
composition...at the end you are left with the 
memory of a golden voice in fine training, a 
masterful interpretation of a raga and an attractive 
singing style...and next time, there could be another 
musician....a better voice...a surer technique...a 
fascinating singing style...better than the earlier one 
and so on for ever and ever''. 
" Menon. Raghavan. R, The Sound of Indian Music: A ioumey into Raga. Indian Book Company, New 
Delhi, 1976, p. 25. 
119 
CHAPTER-III 
The Deccan and Raiasthan Schools of Ragamala 
Paintings 
Having in the previous Chapters written first about the 
ragamala ethos and then on raga, ragini and rasa, the thesis now 
narrows focus on two particular Schools, Deccan and Rajasthan of 
ragamala painting, in which Colour and Form are proposed to be 
studied. 
To begin with, it is important to keep in mind that a miniature 
painting in India has had three primary influences on its technique. 
The first influence is of mural or wall-painting. Then comes the 
influence of leaf-painting. The third influence began when leaf was 
displaced by paper as the surface to be painted. The use of paper in 
painting is said to have begun in the fourteenth century. Murals had 
permitted the freedom to paint large surfaces. The use of leaf as a 
painting surface drastically restricted the painting space. Figures and 
objects, were proportionately reduced. This must have made demands 
on the painter's technique. The introduction of paper while extending 
the artist's freedom must have introduced changes in technique. Roy 
Craven describes a pre-first century Indian painting scenario when 
sacred scripture got illustrated— 
Long before the first century A D paintings were 
used in India as illustrations for volumes of sacred 
scripture. The first 'books' were composed of slim, 
delicate palm leaves, seldom more than two 
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inches...threaded on cords which secured them 
between feat wooden covers'. 
Of these Craven says-
The oldest to survive date from the eleventh century. 
They are Pala Buddhist manuscripts from Bihar and 
Bengal and of those the Jains of Western India^. 
Daljeet describes both Pala and Jain miniatures. They were 
narrat ive in form and symbolic in style. Palm-leaf restricted the 
canvas. Even on cloth of larger size these restr ict ions had become the 
rule. What transpired on the painting surface is described by 
Daljeet— 
Extra protruding eyes, short statured men and 
women, angular faces, pointed noses rich costumes, 
fine ornaments worthy of a goldsmiths hand, 
profusion of gold embellishment, use of bright 
colours with blue and red dominating angularity of 
active lines and rhythm vitality of movement^ 
The scriptural text that got illustrated, and therefore, became 
sacred twice, as it were, first as scripture and next as an illustration. 
The calligrapher, was therefore, the paramount craftsman, as Craven 
says— 
The calligrapher who dealt directly with the sacred 
text was considered the paramount craftsman, 
and...while ruling the guidelines for his script he 
' Graven, Roy C, A Concise History of Indian Art, Vikas Publishing House Ltd., New Delhi, 1979, p. 219 
I^bid. 
^ Daljeet, Immortal Miniatures.Aravali Boks Intematipnal.new Delhi.2002.p.l:5 
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indicated the area and the subject matter for the 
illustration''. 
However, the palm-leaf illustration as an art-effort got due 
attention. This also Craven records— 
The few remaining palm-leaf illustrations are 
sophisticated in line and colour, with figures 
modeled closely upon ...Pala sculpture'. 
Pala style art was carried away to Nepal and Tibet, because of 
Muslim invasions. However, Jain palm-leaf painting flourished under 
the patronage of Jain merchants and ship builders of Gujarat, who 
filled libraries with these sacred texts. Craven also appreciates the 
vigorous quality of the drawing line, though that it remained 'a 
formal execution' is also noticed— 
The style is flat and decorative its early palette was 
generally restricted to simple reds, yellows, some 
blue, gold black and white. The vigorous quality of 
the drawing line is its distinctive virtue, though even 
that remained formalized^. 
One distinguishing feature of edrly Jain painting, says Craven, 
'is that in profile heads' both eyes are shown. This feature may be 
because the model was temple sculpture 'which had bulging glass 
eyes added to enhance the realism of the image.' . 
Coomaraswamy, in 1916, talked about an eight-century blank in 
Indian painting that spanned the time between 650 and 1427 A D. 
"Craven, Op.cit. p. 219 
^Ibid.p.2J9 
" Ibid. p. 220 
'Ibid. p. 219 
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The 1976 edition repeats the assertion. However, research has 
established that there was continuity and Coomaraswamy was 'too 
rigid' TOmOrv says this in The History of Fine Artsin India and the 
West. Indeed, the Ajanta characteristics continued not only in Bagh 
in Madhya Pradesh, but also, in Bihar and Bengal till as late as the 
eleventh century under Pala governance. One has to accept that there 
being inter-action, there were cross-influences. The Indian miniature 
primarily remained symbolic and religious, grounded as it was in this 
particular part of time, on Vaishnaism and the spread of bhakti. The 
thought remained intact, entire and whole, as a profoundly enabling 
ethos. 
The effect of the introduction of paper in painting did have its 
impact. Craven writes of the effect of the change from palm-leaf to 
paper. There was a profuse increase in production— 
Among the popular literary works profusely 
illustrated in the early Rajasthani painting styles 
were the Bhagwata Purana, the Gita Govinda, the 
Chaurapaneha-sika, the Rasjikpriya and the 
Baramasah*. 
Paper, according to Craven came to India through Persia during 
the second half of the 1300s, and 'by the beginning of the fifteenth 
century', the 'transition in Western Indian painting from palm-leaf to 
paper had more or less taken place.'^ And, Craven says that the same 
ships that brought paper also imported blue pigment. As a 
consequence he writes— 
' Ibid. p. 222 
" Ibid. 220 
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By the sixteenth century the solid red backgrounds 
traditionally used as the basic panel for each 
illustration had changed to blue'". 
With the use of blue pigment, 'more greens and blues were 
added to a brightening palette'. Use of paper made the brushwork 
'more elaborate and detached'. This was not possible on a palm-leaf 
surface. This was the final West India Painting scenario, which, 
extending back to the Ajantas was almost a millennia and a half time-
span' ' . 
This thesis having to concentrate primarily on Deccan and 
Rajasthan Ragamala Schools, it next focuses on them. 
To begin with, the Deccan Ragamala School has its own legacy 
of art. Zebrowski in the Introduction to Deccani Painting says, how 
in 1927, a major break-through was made by N.C. Mehta. It produced 
a growing awareness of Deccani art as a distinct phenomenon. It was 
Painting of a Bull Elephant considered to be done 'by a Deccan 
painter', the first of that 'school of painting yet known.''^ Thereafter, 
discoveries multiplied and the following decades had Goetz, 
Kramirch and Gray directing attention to Deccan painting one after 
the other. The sentence with which Zebrowski begins the 
Introduction to his book adds critical lustre to Deccan painting— 
A surprisingly large proportion of surviving 
masterpieces of Indian painting was produce for the 
mysterious Sultans who ruled the Deccan...during 
the 16"' and 17'*' centuries....It has now become clear 
'°Ibid.p.220 
" Ibid. 
'^  Zebrowsbi, Mark, Deccani Painting, Sotheby Publications, London, 1983 pages 7-8. 
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that at least three kingdoms. Ahmednagar Bijapur 
and Golconda produced painting of astonishing 
quality' l 
Zebrowski ends the introduction to Deccani Painting saying 
that his book written in 1983, was the 'first attempt to bring together 
all the known' examples of Deccani painting'^ The author anticipates 
that some day more material will come to light and add to the 
knowledge and under standing of 'the artistic heights reached by a 
major culture''^. 
The author of Deccani Painting makes the following interesting 
statement saying how the Deccan preserved and developed a distinct 
Islamic culture. To quote-
As the Deccan preserved its political independence 
from Northern India until the present century, except 
for a brief period of four decades (1687-1724), 
following conquest by the Mughal emperor 
Anurangzeb, a distinct Islamic culture developed 
there . 
The Deccan population was extremely mixed. It was composed 
not only of Indian Muslims and Hindus, but also of large 
communities of Turks, Persians, Arabs, and Africans. Zebrowski 
writes about this extreme mix of population— 
"lbid.p.7. 
"Ibid.p.15. 
'^Ibid. 
'*Ibid.p.9 
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Sufis, writers, merchants and military men from all 
over the middle east came to preach, write, or 
conquer, learned by generous royal patronage'^ 
Thus, apart from a close Savafid-bond there v^as Arab influence 
also, particularly that of Egypt, Iraq and Yemen, because of long-
standing commercial links. Zebrowski calls Deccan the greatest 
center of Arab learning and literary composition. To quote— 
The Deccan became, within India, the greatest center 
of Arabic learning and literary composition. It held 
until the Mughal conquest of 1857*1 
However, the Deccan had not remained with the Muslims 
always. For, till the early fourteenth century, when the Deccan was 
subdued by the Muslim kings of Delhi, it had been continuously ruled 
by Hindu kings. What added to the extreme mix of the Deccan 
population was the fact that Ahmed Nizam Shah, the Sultan of 
Ahmednagar, was the son of a Hindu slave, converted to Islam. Also, 
all the three Deccan Sultanates adhered to the Shia sect of Islam, and 
remained close allies of the Safavids of Iran (1501-1702), and, 
against the Sunni Mughal empire of North India . 
Further still, as is already mentioned earlier in this thesis, 
Ibrahim Adil Shah-II wrote poetry in praise of Saraswati and 
Ganesh, and still insisted that he was nevertheless a Muslim. He also 
composed poetry in praise of Bandnavaz Gesudaraz, one of the most 
known Sufi saints in the South, who was himself a spiritual disciple 
of Naseeruddin Chirag Delhi of Delhi. 
'Mbid.p.9 
'^  Ibid. 
"lbid.p.9 
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Ibrahim Adil Shah-II's Kitab-i-Nauras has been given some 
attention in Chapter-I, to which more needs to be added. Thus, the 
editor of Kitab-i-Nauras, Nazir Ahmed, while writing of Ibrahim's 
religious tolerance and of Bijapur style being a blend of Persian and 
Hindu styles, also writes of the Deccan School maintaining its 
peculiar traits, even after it started borrowing from the Mughal 
School of painting. Appraising an Ibrahim portrait, Nazir Ahmed 
says— 
The portrait is suggestive of the peculiar trait of the 
Bijapur School of painting in which the Persian style 
was gracefully blended with the Hindu style It 
further indicates Ibrahim's interest in the Hindu 
style (or the style of the art of Vijaynagar) which 
elaborately testifies to his religious tolerance^". 
Nazir Ahmed also writes of the continuance of this mixed 
style— 
This mixed style was prevalent even after A.H. 
1014/1650, the probable date after which according 
to Dr. Mot! Chand the Bijapur School began to 
borrow from the Mughal School of painting. This, 
however, fully confirms the view of Dr. Moti Chand 
that even during this period the school maintained its 
peculiar features^'. 
Continuing, Nazir Ahmed says that the early ragamala 
paintings of 'Dakhani origin' preserved mostly in the Bikaner 
Collection are of mixed Turkish, Persian and Hindu style. This, he 
°^ Adil Shah-II, Ibrahim, Kitab-i-Nauras (ed. Nazir Ahmed), Sangeet Natak Akademi, New Delhi, 1956, 
p.31. 
'^ Ibid. 
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says was the common style during the reigns of both Ali I and 
Ibrahim II. For, after the collapse of Vijayanagar in 1565, its artists 
and musicians had journeyed to 'find patrons at the courts of Adil 
Shahs, Qutub Shahs or Nizam Shahs'^^. 
According to Nazir Ahmed, both Moti Chanda and Khandelwala 
are of opinion that— 
it is more appropriate to ascribe these Ragamaia 
pictures to no one else than to. Ibrahim Adil. The 
reason for doing so is that, according to these two 
scholars, he was the first monarch to think of 
representing the "pictorial motifs" associated with 
certain ragas and raginis in his Kitab-i-Nauras^^ 
TOmOry on p.255 of A History of Fine Arts in India and the 
West (1992) says after the Bahamini rulers conquered Vijaynagar, 
they adopted certain cultural ideas of the Vanquished. As a 
consequence, painting flourished at Bahamani courts 'often executed 
by Hindu artists trained in the Vijaynagar style of Hampi and 
Lepakshi'. At Bijapur, artistic activity 'was more intense and 
paintings more numerous'. The Bijapur court also encouraged music 
during the reigns of Ali Adil Shah-I and Ibrahim Adil Shah-II, who 
'adopted Indian classical music and produced the earliest of 
Ragamaia paintings'. Still at p.256, TOmOry says that according 'to 
some art historians the very idea of depicting musical modes in 
painting originated in Bijapur'. 
^Ibid. p.32. 
'' Ibid. 
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Ibrahim's Kitab-i-Nauras too refers to dhyaan formulas and 
devata-maya-rupa as the source of all pictorial representation of 
Indian melodies, the ragas and raginis. Also, the practice of 
composing ragamala verses describing the ragas 'seems to have been 
current long before the middle of the fifteenth century'. But, Nazir 
Ahmed s a y s -
It is difficult to say whether pictorial illustrations 
corresponding to descriptive word-picture have been 
painted much before the sixteenth century '^'. 
Ibrahim Adil Shah too describes some of these melodies in his 
Kitab-i-Nauras. They are pen pictures 'different from the images 
usually painted', as Nazir Ahmed says. The pen-pictures are those of 
bhairva, asavari, ramkari, kanara, and kedar, that is, of five only, 
though it is claimed that pen-pictures of raginis malar, gauri, and 
kalyani were also included . 
Two of these pen-descriptions from Ibrahim Adil Shah-II's 
Kitab-i-Nauras are being included in this thesis. Thus Ibrahim 
describes asavari, and kedari in the following ways. First, his 
description of asavari— 
a female yogi, who has renounced the will seated on 
a promontory inside a fort surrounded by water 
beneath a sandal tree. It delicate and perfumed 
foliage of which bends to protect her from the 
morning sun's rays,. Her dawning womanhood is 
arrayed in the salmon-coloured garb of a Jogan. Her 
raven hair is massed on top of the head in SLj'ata. Her 
^' Ibid. p. 69. 
^^  Jbid. p.72. 
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white brow gleams the sacred mark of religion in 
camphor. Her slumberous eyes are heavy with the 
power of music and her month is on a pongi, which 
she is blowing. The deadly serpents and peacocks are 
attracted beyond control^*. 
But, it must be remembered that it is a pen-description, and 
may contradict a ragamala depiction. One example of 'a sharp 
contrast with a ragamala depict ion ' , which Nazir Ahmed mentions is 
that of ragini kedari . Thus, while Ibrahim's is given below, the 
ragamala depiction follows after i t -
Ibrahim's pen-description of ragini kedari— 
Kedari is a young maiden of incomparable beauty 
who, having been separated from her lover is greatly 
afflicted and has grown weak and feed. She quote 
has curly locks and a white complexion and she is 
robed in white she is sitting and is sprinkling 
powered Chandan on her body and is drawing 
JO 
pictures on the ground with her nails . 
This, Nazir Ahmed says is ' in sharp contrast ' with a ragamala 
depiction. He quotes— 
Kedari, is a beautiful lady robed in crimson red. She 
is so absorbed in the meditation of Mahadeva that 
she assumes his form. Her matted locks are massed 
on the top of her head and from them flows the 
Ganges. With the mark of the crescent on her 
''lbid.p.70. 
'^Ibid.p.71and72. 
28 Ibid.p72 
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forehead and a black serpent soiled round her head, 
the lady is sitting on the skin of a lion^^ 
But that Ibrahim Adil Shah's commitment to nauras was to 
help engineer a 'cultural renaissance' in the Deccan can also not be 
denied. To this, the Deccan Sultan's contact with Iran and the Middle 
East on the one hand, and, of a fallen Vijayanagar's strong cultural 
impact on the other, also contributed. Nirmala Joshi's Preface, as 
also P.K. Code's Foreword to Nazir Ahmed's 1956 edition of Ibrahim 
Adil Shah-II's Kitab-i-Nauras both testify to Ibrahim's commitment 
to engineer 'a fusion of Hindus and Muslim^"' and thus engineer 'a 
cultural renaissance' in the Deccan. Infact, as has been written 
earlier in Chapter-I, Nirmala Joshi says that Ibrahim Adil Shah-II in 
the South was as much a creature of 'the same historical forces', as 
was Akbar in the North^'. 
To revert to Zebrowski, unfortunately very few Deccan 
paintings have the painter's signature on them. To transcend this 
difficulty, Zebrowski gives the unknown artists interesting names . 
One, he calls the Bikaner painter, the next the Bodleian painter, and 
the third Leningrad Painter, the fourth the Dublin painter and finally, 
the fifth is called the Bombay painter. He gives these names to the 
painters after the present location of their work. Thus, the Bikaner 
painter is supposed to feature sensual delight in the mass and the 
movement of the human body. An example being the Procession of 
Ibrahim Adil Shah-II. The Bodleian painter was more interested in 
^^  Ibid. p.72. 
'° Ibid. p. VI 
"Ibid. p. 1 
^^  Zebrowski, Mrk, Op.cit 
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capturing reality. 'His figures radiate', as Zebrowski, says 'an 
intense meditative calm' and the examples given are Durwesh 
receivins a visitor and the Mullah lost in contemplation of relisious 
truths. The Leningrad painter is supposed to be 'vastly different'. He 
is best described in Zebrowski's own words— 
Vastly different is the work of tiie Leningrad painter, 
who by using paradise garden settings achieves a 
sombre poetry particularly suited to Ibrahim's 
romantic temperament^^ 
The Dublin painter is a younger artist 'strongly influenced by 
the Leningrad painter', but with a 'drier version of the same vision'. 
Examples of the paintings done by him are Madona and Child, the 
Kiss, and, the Siesta, as well as, the Yogini in which he is supposed 
to have achieved the 'brooding tension of the Leningrad painter's 
work' ' ' . 
One very significant feature of a Deccani painting is the 
reflection in it of its perpetual political instability, though. The 
'escapist mood' is supposed to have characterized the Deccan courts. 
The Deccan Sultans were siipposed to take more interest in leisure 
and the arts than in govetnment or conquest, the sack of Vijaynagar 
in 1565 being one vety significant exception, which the Tarif 
describes and illustrates. Indeed, the Leninguard painter's Siesta is 
supposed to illustrate the ttiood of the times. 
According to Zebrowski, recording historical events, or 
portraying, or, recording the thrill of a hunt, or, a court ceremonial, 
"ibid. p. 12. 
^Mbid. 
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or, Hindu ritual, could have been favourite Rajasthan themes. 
However, the Deccan painter was never interested in these, for— 
....princely portraiture pre-dominates in the Deccan. 
They aim to establish a gently lyrical atmosphere, 
often one of quiet abandon to the joys of love, 
music, poetry or just the perfume of a flower^^ 
Zebrowski continues this theme— 
Although figures are conventional types, moods are 
brilliantly established through fantastic colours and 
unconventional poses^. 
It is almost a private world that often reflects reverie which 
Zebrowski puts in the following words— 
We are admitted into the private world of feeling, 
inhabited by pages, princes, durweshes and mullahs; 
rarely do we see an army on the march. Reflection 
and reverie trumph over dramatic action . 
Deccan art is bred, according to Zebrowski, 'in an exotic, 
multiracial society' . And therefore, 'it has the impossible fantastic 
mood of a mirage' . To quote Zebrowski fully— 
The delicate rhythms of Persia, the lush sensuality of 
southern India the restraint of European and Ottoman 
Turkish portraiture all contributed to its 
uniqueness'"'. 
^^ Ibid.p.lO. 
^^bid. 
"rbid.p,IO 
'^Ibid. 
'^ibid.p.lO. 
'' Ibid. 
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Zebrowski on Deccan art is never short of appreciation. For, he 
says— 
In most Deccan art fantastic colours and exuberant 
distortion of form create a restless opulence and a 
romantic nostalgia for another time and place'*'. 
Of the Bahamani Sultans, those of Ahmednagar,B'Japur and 
Golconda were great patrons of art. From Ahmednagar, we have the 
Tarif. It is an illustrated description of Husain Nizami Shah I's reign. 
The Tarif focuses principally on three aspects. First on court life, 
next on the Vijaynagar campaign, and finally on the celebration of 
victory over Vijaynagar. Portraiture was very unorthodox in as much 
as it had six queen-portraits out of its twelve illustrations, which was 
unthinkable in Islamic art. Indeed, she often sits perched on the 
Sultan's knee''^. Zebrowski attributes the style to Mandu in Malwa. 
The primary feature of Nimatnama is that it is an amalgam of 
divergent art-styles. According to Zebrowski. 
The Nimat-nama is an amalgam of remarkably 
divergent sources, including fifteenth century 
Turkman elements from Shiraz and a western Indian 
(Jain) contribution from nearly Hindu centres . 
As the Tarif and Nimatnama were fine artistic features of 
Ahmednagar, so were Nujum-ul-um and Kulliyat illustrated art pieces 
from Golconda. One of its Sultans, Quli Qutub Shah, has been 
compared to Ibrahim Adil Shah-II in his patronage of the arts, even 
as the latter was compared to Akbar for similar enthusiasm. 
'"Ibis.,pl0 
''lbid.p.18. 
"' Ibid.p.l9 
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The Bahamani Sultans' patronage attracted artist not only from 
India and Persia but also from Europe. Vijayanagar painters also 
sought and found patronage there. Thus, a mixed style is the primary 
feature of the Bijapur School. Moti Chanda lists its features— 
1. It is marked by the depth of colours (blue being the most 
favourite) and lavish use of gold. This aspect distinguishes it 
from the contemporary Mughal School of the North. 
2. The miniatures are often limited to a single figure and even 
when there is more than one figure, there is no attempt at 
showing perspective, the action being confined to a single plane. 
3. The human face is in profile in direct contradiction to the 
Persian and early Mughal school of painting. 
4. The treatment of woman is typically Indian, both in form and 
44 
spirit she wears a sari and bodice in typically Dekhani fashion 
Jagdish Mittal writes of sets of Deccani ragamala paintings. 
Thus, he says that from about 1550, ragamala themes were favored 
by Deccan Hindu and Muslim rulers and wealthy merchants. The 
earliest Deccan ragamala painting is 'a splendid group of about 15 of 
the late sixteenth century'. Almost all depict the nayika, either in the 
company of sakhis or maid-servants in a forest with blossoming 
trees, or, are shown seated conversing or flirting with a nayika in a 
chamber or palace courtyard or are with sakhis on a swing in a forest 
with blossoming trees and creepers. This is a near Mittal description, 
already noted in Chapter-I 
Adil Shah-II, Ibrahim, Op.cit p.28. 
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Another set Mittal says of about 'perhaps eighty four' was 
probably produced in Northern Deccan between 1680-1700'*^ 
Next, are the three sets which are 'now scattered but are often 
published'. The finest of the three has Sanskrit text in Devnagri on 
the reverse with a translation in Persian and Arabic script. A notable 
feature of this set is the use of lapis luzuli in each work. The second 
set has the Sanskrit text in the panel on the top of each painting. The 
third set has short captions. In all three sets, Mittal says, the colours 
are 'warm and charming', the figures 'tall and beautifully 
proportioned' the workmanship 'bold and precise', and the 
composition 'very imaginative and emphatically Deccani'*^'. 
The 'most important' Deccan ragamala series, as Mittal says is 
a set of thirty six paintings done perhaps in the eighteenth century. 
Scholars first thought it to beof Rajasthan, because the figures in the 
series were 'delicate and sensuous', the colours 'very refined and 
restrained', and applied 'with enamel-like precision'. It was, says 
Mittal, perhaps painted in 1750, a late Hyderabad group'*^. 
Mittal describes the general features of Hyderabad miniatures. 
First, is the division of the picture-space. This space is divided 
irrespective of theme in more or less the same way in most paintings. 
The sky is generally dull. It is sometimes depicted by a small band of 
tangled clouds. But, 18"' century onwards, the sky becomes lighter, 
deeper, and even 'takes a garish look'. The parapets and terraces are 
of marble. The doors are light-brown in colour and have 'views' of 
"' Mittal, Jagdish, The Nayika of the Deccan. included in A Celebration of Love (ed., Harsha V. Dehejia), 
Roli Press, New Delhi, 2004 p. 168. 
""ibid. p. 168. 
"'ibid.p.lVO. 
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the wood in deeper brown. Male and female figures are usually tall 
and have a fine built. Men wear long plain or printed jamas. The 
architecture is typically late Mughal and Deccani. The hasihyas in 
the early miniatures have golden floral designs but after 1750, they 
usually become plain and single-coloured. However, Hyderabadi 
miniature paintings do not show as much European influence as do 
those of the Mughals. To quote Mittal— 
As compared to the contemporary Mughal paintings 
the Hyderabad paintings had few European 
influences in matters of detail and depiction**. 
According to Mittal, there is yet another 'exquisite set' and 
'executed by a different painter'. It is 'bolder in treatment', has 'fine 
colouring' and 'bold workmanship', besides 'tall figures and 
imaginative iconography'. All in all, Mittal considers it a 'balanced 
composition . 
Mittal next writes of four paintings on cloth that display the 
barahmasa theme. The set was presented to Swami Madho Singh of 
Jaipur in 1752 by Salabat Jung. Each depicts the seasons 
'symbolically'. Each has a prominent female figure, a tree, birds and 
a deer or a small girl in front with flower beds in the foreground. 
There is also a 'detailed panoramic city-scape' in the background. 
The paintings are of 'exquisite merit' and have 'overall opulence'. 
Scholars were misled to attribute them to early eighteenth century, 
whereas Mittal says they appear to have been done between 1750-
48 
Mittal. Jagdish. Paintings of the Hyderabad School.inMarg.Bombay,Vol. XVI, No.2,1963,p.43-56 
"'Mittal, Jagdish, The Deccan Nayika, Op.cit. p. 170. 
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1760. The paintings have 'severity' as well as 'formality' and yet 
have 'competent draftsmanship'. The 'colouring' has 'gem-like 
brilliance'. They are 'sensitively drawn' and the people in it are 
'penetratingly characterized^"'. 
Finally, Mittal speaks of the Wanaparthy ragamala set, done he 
says, around 1775. It is 'aesthetically charming' and 'conceptually 
organized' and 'imaginative'. It has 'rough execution', 'great 
strength' and 'visual power'. Its colour palette is 'unconventional'. 
Its figures are tall and costumes of the fashion generally current in 
Deccan^'. 
Deccan works, according to Mittal have 'lyrical' and 'mystical 
intensity'. Patrons commissioned illustrations of Persian and Urdu 
literary texts, ragamalas, portraiture and paintings of royal 
processions . There was Mughal influence also. For, from about 
1636, Mughal envoys stayed at the southern capital. And from 1650 
onwards, Rajasthan influence is also discernable, for, several Rajput 
chieftains were stationed at Aurangabad in Aurangzeb's army. In 
1686-87, the Mughals annexed Bijapur and Golconda and the Mughal 
governors had their headquarters at Hyderabad from 1687 to 1724. 
Thus, even under these influences Deccan painting developed 'a 
mixed medium', which had Mughal, Rajasthan and Deccan traits . 
The Asaf Jahi period between 1724 and 1762 is known as the 
Hyderabad School. There were several local schools also, like those 
encouraged by the Nawabs of Kurnool, the Rajas of Wanapathy, and 
50 lbid.p.170. 
^'Ibid.p.171. 
" ib id . p. 167 
" Ibid. 
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the Maratha rulers. Thus, the Peshwas of Pune, the Rajas of Sataru 
and Kohlapur, and, the Bhonsle Rajas of Nagpur patronized painters, 
who were active in temple towns and trading centers. Mittal therefore 
speaks of a Deccan ethos in painting, between the sixteenth and the 
nineteenth centuries^'*. The Deccanis were 'a pleasure loving people' 
says Mittal for whom 'women' enjoyed 'a special place', and thus 
'hunting and war scenes' were 'rare'— 
In the Deccan more than any other part of India the 
source of nayikas are the Ragamala paintings". 
The Rajasthan Ragamala School has infact already received 
attention in as much as its literary ethos has been considered. For the 
ragamala Rajasthan School, let us begin with Randhwa and 
Galbraith's Indian Painting. The sub-title of the book The Scene, 
Themes, and Legends best describes the primary features of not only 
the Rajasthan miniature, but also of the Rajasthani ragamala. The 
authors treat different Rajasthan schools of painting under separate 
headings. However, they also describe some of the legends, as well 
as, the locale. Of these, a few examples shall be given as and when 
the Rajasthan schools are described, because it is felt that these 
descriptions shall also contribute to the understanding of the 
characteristic Rajasthan ethos^^ 
Rajasthan miniature painting itself consists of schools, of 
which from the point of ragamala, the important ones are Mewar, 
Bundi, Jaipur, Jodhpur and Amer. At these places interest in 
'" Ibid. p. 165 
" Ibid.p.l68. 
*^ Randhawa, MS and Galbraith, J.K, Indian Painting: The Scene. Themes and Legends Vakils, Feffers & 
Simons Ltd., Bombay,. 1982, p.20. 
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ragamala painting is consistent. Therefore, only these Schools are 
being considered. However, certain observations made by Daljeet 
Kaur need to be mentioned. She observes that the art of painting 
remained a prime cult in Rajasthan for three centuries— 
The art of painting was the prime cult of the creative 
consciousness of the 17"", IS**" and 19"" century 
Rajasthan^'. 
For this, the ruler-patron need not have been hugely propertied 
and rich and influential, for, even a thikana 'had its own team of 
court painters' and developed its own 'stylistic traits' . To quote 
Daljeet once more— 
Howsoever small a state, it had its own team of court 
painters, came out with its own preference of teams 
and developed its own stylistic traits and 
i^dividualities'^ 
Comparatively small principalities called thikanas with meager 
revenues, incurred heavy expenditure developing their court artists. 
Painting indeed had become a cult and almost a status symbol. Again, 
to quote Daljeet— 
The Rajput states seem to have been treating the art 
of painting as almost a status symbol '^. 
Daljeet sees a unique 'richness of warm primary' colours, 
gracious figures, primitive vigour and direct expression in a 
"Daljeet, Op.cit.p.18. 
'' Ibid. 
59 Ibid.pl 8. 
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Rajasthan miniature^''. These miniatures represent the people of 
Rajasthan very well. Rajasthan was, as Daljeet says, a home of 
'colourful festivals; and the land of heroic and chivalrous people, 
who fought with valour, grace and dauntless courage, loved with zeal 
and warmth'. They celebrated life 'in its colorfulness, romance, 
adventure and virility and died great heroes'^'. Rajasthan painting 
record this. Those of the late sixteenth century betray considerable 
Mughal stylistic influence because by then Mughal art had attained 
perfection. However, as Daljeet says 'stylistic influence in Mughal 
a r t ' -
...constitutes only the body, the outercasement of a 
Rajasthan! niiniature*^ 
For, Rajasthan has prominent features which are reflected— 
in her people, the character of her soil, culture, life 
styles, traditions, colours, climate, always 
enshrining its soul*' 
Daljeet describes the Rajasthan painter. His mind appears 
inspired by a 'votive and devotional ancient art cult^' . As a result. 
....while seeking to recreate his own world, 
unknowingly sought from his Ajanta, Gupta and 
Gujarat Kalpasutra predecessors his art vision and 
made Rajasthani miniatures an instrument essentially 
representing India's great creative tradition . 
'""ibid.p.l? 
^'Ibid. 
"lbid.p.17 
" Ibid. 
"Mbid.p.l? 
"Ibid. 
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The stylistic perfection could have come from Mughal art, 
however, a Rajasthan miniature's 'spiritual inspiration' was from 
Gujarat's Jain paintings. Further still, landscape was from its own 
geography, topography and local surrounding. It had thus 'a 
distinctiveness of its own', because— 
...its theme and character (were) from its own land, 
people culture and colours**. 
And thus— 
The Rajasthani miniature essentially reflects a kind 
of restrained detachment, piety, self-control, grace 
and submissiveness of a Hindu mind*^ . 
Its human figures had 'a kind of celestial calm^*'. For a 
Rajasthan painter 'life was an endless devotion' and therefore he did 
not s e e -
any contradiction in combining in his painting 
romance with religion or mundane with a 
transcendental, for to him in either case idealism was 
supreme as it was in Ajanta murals*^ 
Daljeet says that Rajasthan as a land of v/arriors worshipped 
Shakti and yet Lord Krishna and his Lilas dominate Rajasthan 
miniature. It is possible that in Krishna Lila, the Rajasthani painter 
'sought balance and equilibrium for his lands' violent nature'. Thus— 
In its divine form the Radha-Krishna legend was to 
him the ladder which could elevate to spiritual 
66 rbid.p.17. 
"Ibid. 
Ibid.p.17 
' 'Ibid. 
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heights, whereas in its human form it was an 
unending source of sensual delight for the legend 
was endowed with inexhaustible modes, moods and 
aspects of worldly love™. 
This apart, most rulers who patronized painting in Rajasthan 
had, according to Daljeet— 
...taken to Krishna cult of Vaishnavism, after the 
establishment of Vallabh sect of Srinathji at 
Nathadwara in the state of Mewar''. 
Not only this— 
The neighbouring states of Rajasthan shared the 
impact and before long they saw Lord-Krishna as 
their household deity, object of million's faith and 
the theme of most of the creative activities'^. 
The artists, who reached Rajput courts after the two great 
Exoduses, one in 1658 when Aurangzeb ascended the Mughal throne, 
and, the other in 1738 when Nadir Shah sacked Delhi, felt that it 
wasbest to serve their new patrons according to their wishes for they 
had been well received. Daljeet describes what these migrant artists 
did for their patrons. They painted now their new environment— 
....the character of their new soil and her people, her 
geography, local surroundings and the total 
environment and personality of their new patrons 
were different from there prior experience. Liberally 
received, accommodated and patronized these 
™Ibid.p.l8. 
'' Ibid. 
''Ibid.p.18. 
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painters considered it their first obligation to render 
paintings which reflected the character of this new 
land, the religious beliefs and life-tradition of her 
people, and tastes and preferences of their new 
masters". 
With this as the Rajasthan miniature painting scenario, let us 
focus on Mewar ragamala painting. Mewar, another name for 
Udaipur state, had an eventful history. Its spirit of independence is 
reputed, with Chittor as its finest example. Randhawa and Galbraith 
describe it as a fine, open, undulating country, partly hills, rocks and 
dense jungle with their share of spotted deer and antelopes. It has 
numerous lakes, and tall, elegant palaces with pavilions. The 
following is a description from Goetz of a Rajasthan miniature 
quoted by Randhawa and Galbraith— 
The scenes are much simpler, but drawn with a sure 
hand, well composed and full of a joy of life and a 
fine sensitiveness of observation. They are far from 
naturalism, and their individual components must 
still be accepted more as symbols than as exact 
descriptions of nature'''*. 
Randhawa and Galbreith characterize mid-l?"* century Mewar 
painting in which Sahibdin and Manohar figure as having— 
....great and primitive vigor. Primary colours-reds, 
blues and yellows-are lavishly used . 
"lbid.p.18. 
'" Randhawa, M.S., and Galbraith, J.K., Op.cit.p.76. 
" Ibid. 
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These two authors also refer to Archer for the description of 
the Mewar style of this period— 
...a style of virile intensity, characterized by 
glowing passionate colour, deft rhythm and robust 
simplifications^^. 
This style continued into the third quarter of the seventeenth 
century during the rule of Raj Singh (1652-1681). He was a great 
patron of art and literature, continuing Jagat Singh's interests in the 
arts, who himself was reputed for having built Jagmandir Palace and 
the Jagdish temple. The palace is known for its palatial columns, its 
lakes and reservoirs, fountains, orange and lemon groves. The main 
inspiration of Mewar painting during Sangram Singh's reign (1710-
1734) was Krishna. Describing a Bhagwat Purana miniature, 
Randhawa and Galbraith particularly note the 'soft radiance of the 
moon', in this painting and its stylized trees and water reprinted by 
'spiral convention'. The final comment by the two authors on Mewar 
painting is for its colour— 
...the beauty of Mewar painting is not in its line but 
in its colour. Here, as in others, yellows, reds, blues 
and blacks are boldly and effectively used . 
Edith T5nl5rv in A History of Fine Arts in India and the West, 
divides Mewar f>ainting into two periods, one the formative and the 
other mature'^l The first includes the ragamala series done in 1605. 
The artist was Nasiruddin. The paintings show a close relation with 
•'" Ibid. p.76. 
" Ibid.p.77. 
'^TomOry, Edith, A History of Fine Arts in Indian and the West. Orient Longman, 
London, 1992,p.258-259. 
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the Chaurpanchiska series, done earlier in Mewar between 1550 and 
1680 A. D. Chaurpanchiska was a favourite theme of its Rajput 
painters and their patrons. The paintings depict architecture and 
clothing of a prosperous Hindu court art. As is characterist ic , Mewar 
ragamala painting also portrays ' love in separat ion ' and 'love in 
un ion ' . 
As an example TomOrv mentions raga dipak and describing it 
calls it 'a two-dimensional composition, filled in with flat areas'— 
...of colour, mainly red, yellow and black. The red 
background a Central Indian tradition symbolises 
passion. The sky and landscape are also 
conventionally treated. The painting on the right is 
in strict frontal view, with no attempt at perspective. 
A man and woman, seated to the left, listen to music 
played by a figure sitting on the extreme left. The 
facial features resemble the Chaurpanchiska^'. 
TomOry says that the period of maturity was ushered in during 
the reign of Jagat Singh-I (1628-1752), whose patronage of art has 
already been noticed earlier. TOmOrv commenting on what she 
characterizes as the mature period in Mewar paint ing describes it as 
follows— 
The paintings of this period characterized by bright 
colours, lush vegetation treated decoratively, scant 
perspective to represent the simple architectural 
details, and a definite facial, type-oval faces, narrow 
foreheads, prominent noses fish like eyes, and small 
mouth. While horses and elephants are painted more 
" ibid.p.259. 
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naturalistically, the birds and other animals still 
follow the Western Indian idiom^". 
TOmOry says that all these features can be seen in another 
ragamala series done in 1628 by Sahibdin. He was a 'prolific and 
accomplished master'. He transformed Mewar painting, as TOmOry 
says 'from a primitive-folk style into a sophisticated art ' . TOmOry 
says that not all Muslim painters could have been from the Mughal 
court, for, an exodus is possible from Mandu also after its sack in 
1561, more so because Mewar was not very far from Mandu. And, 
only contact with other artists could have brought in Mughal 
influence indirectly, 'absorbing the essentials of composition, 
refinement of drawing, and competent use of a varied palette' . 
Another example that TOmOry gives is that of vasanta ragini 
from the ragamala series done in 1650, exemplifying what TOmOry 
calls, 'the typical mature Mewar style'. In the painting Krishna 
flanked by three gopis dances under trees that flower. Many birds 
crowd on trees, and these include two peacocks. The background is 
painted in 'vivid lacquer red', the dominating colour. The gopi on the 
left, ^lays a drum and the one on the right holds cymbals, the third 
holds a spray gun to spray coloured powder. Below are vessels, and a 
dish which holds two more spray guns. The blue sky edged by a wavy 
white line crowns the scene. It appears that the festival of spring is 
82 
about to arrive and everyone in the painting exhilarates . 
*° Ibid.p.259. 
'• Ibid.. 
*^  Ibid,p.259. 
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TOmOry calls Sahibdin 'the greatest master of the mature 
Mewar style. He had a profuse output, which included a Nayik-
Nayikabheda series, a Bhagwat Purana, Yuddhakanda of the 
Ramayan (1652), and Sukar Ksetra Mahatmya (1655). TOmOry 
writing of his best compositions says that in Sahibdin's best 
compositions a backdrop of forest scenery helps to unify the figures 
in front. He makes clever use of the famous textile designs of Mewar 
to clothe his figures which he groups in a masterly fashion. By the 
beginning of the eighteenth century, according to TOmOry, Mewar 
'degenerated to routine copying'. The large quantity produced during 
this century lacks its earlier charming quality*^. 
Turning to Bundi, we have Randhawa and Galbraith describe it 
as 'hard and stony'. In winter it blossoms. It is covered with green 
wheat, white and pink poppies and blue sky. The uncultivated 
countryside is green and dotted with trees. Its villages have morgosa 
trees and platforms with villagers feeding peacocks and pigeons. 
Bundi has a lovely capital. This geographical description could well 
provoke artists' imagination. 
Painting in Bundi began under Rao Chattar Sal and shows 
Mewar influence. However, according to Randhawa and Galbraith, at 
had its own characteristic way of depicting feminine beauty— 
A receding forehead and chin, a strong nose and full 
cheeks and sharply penciled eyebrows . 
" Ibid.p.259. 
84 Randhawar, MS, and Galbraith, JK, Op.cit.p.80. 
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Bundi, as the authors describe has beautiful landscapes, lakes, 
and plantains that lend colour to the environment. To quote 
Randhawa and Galbraith— 
The landscape with its lakes, date plains and 
plantains is also faithful to that of Bundi*^ 
Giving a general description of Bundi painting, the authors 
commenting both on its colour and designs s a y -
Colours—pure blues, reds, yellows and greens—are 
boldly used. Design and composition are sure and 
86 
strong . 
The most accomplished phase of paintings of Bundi was 
reached during the reign of Ummed Singh. Randhawa and Galbraith 
make it a point to make specific mention of ragamala paintings and 
introduce it as if it were a new genre. They give the examples of 
ragini lalita, raga malkaus and ragini vibhasa. Lalita, according to 
them is represented as a lady sound asleep and Malkaus a prince and 
princess, while vibhasa by an angry lover. They consider madhu 
on 
madhavi version as the finest example of Bundi ragamala paintings . 
The authors single out the colour red and s a y -
Red, the colour representing passion is used lavishly 
in these paintings'*. 
Having themes, scenes and legends of Indian painting always in 
mind, the authors describe the legend of Madhavanala and 
*^  rbid.p.80 
«^Ibid, 
" Ibid.p84 
*^  Ibid. 
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Kamakandala in some detail, as they do a few better known North 
Indian legends. 
Among the plates the authors include one on raga malkaus 
called 'Dalliance'. Describing the photo plate the authors s a y -
On a carpet on a terrace in a moonlit night the lovers 
embrace. Their eyes are deeply tinctured with love 
and the woman is in a mood of joyous abandon. In 
the sky a male duck is in warm pursuit of its mate. 
Such symbols were much used in Rajput painting to 
convey the mood and intention of lovers'^ 
Edith TOmOry makes her own observations on Bundi ragamala 
paintings. She focusses attention on bhairavi ragini, representing as 
she says, the 'formative period' of Bundi SchoolT The lady is 
worshipping at a Shiv temple. The description of the figure given is 
quoted below— 
The lady's rounded chin, her eyes and other features, 
as well as the dark colours, recall the Mewar style . 
Bundi is supposed to have produced many paintings of high 
quality in mid seventeenth century. When the style matured, human 
figures conformed 'to a regular type'. TOmOry speaks of a curious 
feature in the mature Bundi painting and sees it in the use of 
receding line to indicate perspective . 
' ' Ibici.p.86. 
'"TOmOry, Edith, Op.cit.p.259. 
" Ihid.D.260. b p. , 
'= Ibid. 
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TOmOry chooses a vasant ragini example painted in 1660, to 
typify the glory of Bundi style at its highest. As usual Krishna with 
his gopis dance besides a lotus pond. To quote TOmOry — 
The lively rhythmic gestures contrast with the 
conventional treatment of the supplying waters of the 
pond, the grass, trees and flowers. These enhance the 
romantic mood of the scene'l 
Towards the end of the seventeenth century, according to 
TOmOry, Bundi School 'underwent further changes'. Faces become 
more refined. Water is stylized. Vivid colours enrich the landscape. 
The favourite themes of this period remained ragamala, baramasa 
and rasikpriya . 
Jodhpur, also called Marwar, is the largest state of Rajasthan. 
Sterile, sandy, inhospitable, it has scanty vegetation. It is a thorny 
wild world, all desert, a country Randhawa and Galbraith describe as 
'a sea of sand'. Water being scarce and wells 'far down', in the 
morning there are processions of women in red and yellow wraps 
with brass vessels resting gracefully on their heads. Life is hard and 
as Randhawa and Galbraith put it 'song and laughter lighten it'. As 
usual, the geography and life that these two authors choose to 
describe help a more close understanding of the paintings that these 
areas produced . 
n lbid.p.261 
'' Ibid. 
95 Randhawa, M.S., and Galbraith, JK, Op.cit. p.91 and 92. 
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As compared to other states, Jain style of painting flourished in 
Jodhpur during the fifteenth and sixteenth centuries. Therefore, as 
the authors say— 
A Ragamala series of 1623 was painted at Pali in a 
style of folk art'*. 
Jaswant Singh patronized painting in the Mughal style. With 
Bijai Singh (1753-1793), the Mughal style faded and Rajput elements 
became dominant. Under Bhim Singh (1793-1803), the patronage 
continued. Goetz gives the following description. Their— 
....eyes were elongated over the temples to the hair, 
their breasts and buttocks protruded like cups, 
whereas the waist was drawn in like that of a bee, 
the movements swing in a wild dance, the colors 
glowed like jewelry. The whole spirit was one of 
rakish extravagance and reckless lust for life'^. 
TOmOry speaks of 'rhythmic-lines' and jewel-like colours as a 
feature of Jodhpur school^^ Till the Mughal influence lasted, it 
accounted as Tomory says for — 
....graceful and romantic figures of women silhouetted 
against a dark background". 
The Jodhpur style of painting refined as it reached its zenith 
during the reign of Man Singh. 
Ved Bhatnagar in Shrin2ar Ras-The Rasraj gives 18 ragamala 
photo plates, out of which twelve are from Jaipur and six from Bund. 
'" Ibid.p.93. 
' ' Ibid 
'* Tomory, Edith, Op.cit.p.262. 
" Ibid.p.262. 
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The Bundi plates are, according to the author, from the sixteenth 
century, and of Jaipur from the eighteenth'T 
The rulers of Jaipur from earliest times maintained cordial 
relations with Mughal emperors. Painting, for many years, is said to 
have followed the Mughal style. It was work of high distinction. 
Inspite of local refinements, much painting done at Jaipur has been 
attributed to the Mughal court. 
However, as has already been said, quoting Daljeet in earlier 
pages, even migrant painters when they reached Rajasthan courts, 
being welcome, served their new patrons to depict in their painting-
effort, not only the cultural ethos of their patrons but also the 
geography and locale of their new environment. Thus, Randhawa and 
Galbraith say that during Pratap Singh's reign (1779-1803),Mughal 
influence receded and a genuine Jaipur Rajput style, made its 
appearance. This was the golden age of painting in Jaipur. Randhawa 
and Galbraith say some 50 artists were employed by Paratap Singh. 
He was also a scholar and a poet, and a prolific author'^'. 
Pratap Singh was an ardent follower of Krishna. Randhawa and 
Galbraith say that Pratap Singh's favorite amusement was 'to dress 
as Krishna'. And he had his women concubines act the part of his 
gopis, in a pastoral dance. In the palace there was a large 15/16 feet 
painting depicting this dance with Pratap Singh participating as 
Krishna'^^. According to Sita Sharma, the Baroda State Museum has a 
100 Bhatnagar, Ved Shringar-The Ras Raj. Abhinav Publications, New Delhi, 2004 
Rhandhawa, MS, and Galbraith, JK, Op.cit.p.l 15. 
Ibid.p.llS. 
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very charming ragamala series which she attributes to the 'minority 
years' of Sawai Jai Singh-II. Sharma says that this series in its 
general character continues the tradition of the two ragamala series 
of Jai Singh's time'°l 
Sawai Jai Singh was also a staunch Vaishnav and a great 
devotee of Krishna. In his time also, numerous miniatures depicting 
the Krishna lila theme were painted. Thus, Mughal influences on 
painting notwithstanding, the painterly features got to be Rajasthani. 
Sita Sharma says that though Mughal sophistication is present in 
Rajasthani miniatures, it is Hindu religiosity that ultimately becomes 
the determining factor'^ "*. 
Sita Sharma calls Amber a sub-school. According to Sharma, it 
appears modeled on a Deccani style which she says is manifest in 
Najmul-ulum, Tarif-Hussain-Shahi and the ragamala done in the 
Deccan in the 16 century. The influence of the artist-refugees from 
the collapsed Vijaynagar empire is manifest in early Amber painting. 
She quotes Goetz who goes on to s a y -
Amber School of painting developed in C.A. A D. 
1570-80, emerged from local elements of Marwari 
origin, with a considerable admixture of later 
Marwari, Mewari, Jain-Gujarati and Deccani (Post-
Vijaynagar) features'°l 
'°' Sharma, Sita. Krishna Lila Theme in Rajasthani Miniatures. Pragati Prakashan, Meerut, 1987, p.54. 
'"'Ibid. p. 49. 
'"Mbid. 
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According to Sita Sharma, Amber ragamala consists of two 
varieties. Either it is primitive or very refined'^^ 
We now come to the Chapter-V which shall read Deccani and 
Rajasthani ragamala painting-examples, individually and separately, 
for their Colour and Form. However, after that, Chapter-IV shall 
devote abundant space to both Colour and Form as significant 
concepts in the philosophy of art both in India, as well as, in the 
West. 
Ibid. p. 52 
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CHAPTER-IV 
Colour and Form in Individual Deccan and Rajasthan Paintings 
After describing in some detail the ragamala ethos, as well as, 
raga, ragini and rasa, and then focusing on the Deccan and 
Rajasthan Schools, let us next read some examples from each School 
separately. The focus will be on the use of Colour and Form in each 
painting individually. However, first about Colour and Form! 
Colour is the basic ingredient of a painting. Colour has many 
qualities. It has the potential to attract and appeal. It also possesses a 
language of its own. It can communicate. Colour helps generate ideas 
and feelings. To quote Whelan— 
Color affects our life, color is physical...we see it. 
Color communicates...we receive information from 
the language of color. Color is emotional...it evokes 
our feelings'. 
Wave-lengths in colour and music can match. Issac Newton 
based his colour theory on the seven notes of music. In India, colours 
are associated with ragas, that is, musical modes. However, in India, 
more particularly in ragamala paintings, every colour has a 
particular emotional quality. And significantly, a raga too has 
emotive or rasa value. 
' Whelan, Bride, M., Colour Hormony, 2. Thames and Hudson, Rock Port Publishers, Indian Book 
Distributors, Nariman Point, Bombay, 1994., p.7. 
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But first a brief statement on the properties of Colour. The 
qualit ies of colour and the emotional response to it can best be 
understood if the characteristic features of colour are known. Thus, 
light and dark are basic distinctions vis-a-vis colour. Light is to a 
colour what colour is for expression. Without light, colour does not 
material ize. Colour helps express emotion. Light helps create various 
shades and combinations of colour, known as ' spectral balance ' . 
Whelan describes what today would be considered spectral balance, 
now that we know how the human eye is constructed and how it 
f u n c t i o n s -
Spectral balance occurs within the eye as thousands 
of waves of electromagnetic energy of different 
lengths bounce off (or are absorbed by) the chemical 
composition of any object^. 
She further explains— 
Light waves reflect red, yellow and blue, and the 
rods and coves in the eye's retina simultaneously 
mix and sort these reflected colors into thousands of 
tints and shades, which work to offer endless 
possibilities for specific color use'. 
However, the construction, as well as, the function of the eye, 
and how it responds and reacts to light, were not known in earlier 
t imes. Still, artists centuries back, used colour as a medium of 
expression. 
Ibid, p. 13 
^ Ibid. 
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Colour can both be simple and complex. Its appeal is different 
for different people and different cultures. Whelan s a y s -
No color is seen the same way by any two people . 
And t h a t -
Color is personal and universal sending messages 
full of endless variations . 
Thus, the emotional quality inherent in colour has its own 
impulses. Whelan, sees colour as 'hot and cold ' , 'cool and warm' , 
' l ight and dark ' , and 'pale and br ight ' . That is, human beings react to 
colour in many ways. For instance, according to Whelan— 
Hot colors are strong and aggressive, and therefore, 
increase blood pressure and stimulate the nervous 
system. 
Cold colors increase the sense of calmness. 
Warm colors are comforting, spontaneous and 
welcoming. They radiate outwards and surround 
everything in reach. 
Cool colors differ from cold colours because of the 
addition of yellow in their composition. They are 
soothing and calm, and provide a sense of depth and 
comfort. 
Light colors suggest rest and liquidity. 
Dark colors are serious and concentrated in effect. 
4 Ibid.p.l3 
^ Ibid. 
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Pale colors suggest gentleness. Bright colours are 
vivid and attract attention . 
Again, as is recurrently being said, genres like drama, poetry, 
paint ing and music in India are inter-related and reinforce each other. 
There is similarity and resemblance between music and colour, 
because both have what Gosvami calls, 'wave length ' . Infact, colour 
wave-lengths have wave-lengths similar to those of musical notes. 
This affects both the eye and the eardrum. Gosvami presumes motor 
center excitations because of sound and colour similar— 
...It can easily be presumed that the effect of a 
particular note on the eardrum in the excitation of 
the motor centers is similar to its corresponding 
colour on the eye^. 
This apart, Indian music does not have semi-tones. However, it 
makes profuse use of microtones. Also, the seven notes in Indian 
music go with seven colours. There is also no demarcat ing line in 
colours that differentiates between the shades of a colour. Gosvami, 
as well as, O.C. Gangoly describe colour and music together. Thus, 
while Gosvami s a y s -
Indian musicologists from the very ancient times 
have associated the seven notes of music with the 
seven colours including dark, green, white, black and 
yellow*. 
Gangoly writes of— 
'lbid,p.l4to21 
' Gosvami, O, The Story of Indian Music. Asia Publishing House, New Delhi, 1961, p.238. 
^ Ibid, p.238 
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...the seven colours answering to the seven notes of 
the musical scale . 
Even as colours fade into each other, so do tones. Gosvami thus 
says— 
We find a colour gradually fading, becoming lighter 
and lighter till it loses itself into another, thus 
giving expression to the surrounding whole . 
'Art is t ic expression ' in Indian art has a broad spectrum, 
differing only in terms of the medium at play at the moment. For, 
different mediums have range that spreads over the play of masses, 
l ines, colours, textures, and the tones of music. The relation of music 
and painting is very intimate and old. Every note on the musical 
scale has an expression and a psychological effect similar to that in a 
colour. Notes, colours and emotional expression, together result in 
the graphic visualization of ragas. 
The origin of this enchantment says Gosvami is ancient, the 
painter in Silpatrana being asked to store in memory sound-images, 
tones, and rhythms— 
Kohala, an authority on music prior to Bharata, has 
referred to it. Silparatna, an old text on Indian art, 
states in turn that even the sound images, rhythms 
and tones should be stored up in the memory of the 
painter to be transformed into visual compositions". 
' Gangoly, O.C., Ragas and Raginis. Nalanda Books, 1947, p. 102. 
'" Gosvami, 0., op. cit. p.238 
"lbid.p.239 
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Moreover, it is rasa that becomes the link, entwining colour 
and music. As continuously emphasized, rasa describes the moods 
and emotions essential in Indian art. The dhyana (rupa) and emotion, 
inherent in a raga, coincide with the emotional aspect of colour, 
which helps visualize a raga image. 
The unique mixture of music and painting appear a 'harmonious 
whole'. Gosvami thinks that only these two can best express love in 
all its variety. To quote— 
...this picturization of melodies in actual painting 
seems to be very correct as 'in truth only two arts' 
can present 'love directly—painting through the 
intangibility of the bodies portrayed; music through 
the intangibilities of its tones'^ 
Furthermore, on rasa, Havell provides a list of colours 
appropriate to an emotion— 
The emotion of love, dark blue; of laughter, white; 
of compassion grey; of rage, red; of valour or 
heroism, yellowish white; of terror, black; of 
astonishment or feeling of the supernatural, yellow; 
and of loathing, indigo blue'^. 
Preparing colours was earlier a hard task. A whole process was 
required to prepare and make colours, more particularly, for a 
miniature painting. Grinding, mixing and boiling were involved. 
Listed below are ways to prepare colours for a miniature painting. 
This procedure was common in the sixteenth century. It is still 
'^  Gosvami, 0., Op.cit. p. 236 
'^  Havell, EB, Indians Sculpture and Painting. Cosmo Publications, New Delhi, 1987, p.l81. 
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followed in parts of Rajasthan to get the same affect as was obtained 
earlier. 
The sixteenth century used vegetable dyes and minerals to 
make colours. Thus, according to Brijbushan— 
Pigments were obtained from minerals, and ochres 
and different shades were obtained from a mixture of 
the two'''. 
Ochre, according to Random House dictionary is any of various 
clays containing iron dioxides and varying in colour from pale 
yel low to brownish-red. On vegetable colours, Brijbhusan s a y s -
Vegetable colours included indigo, lac dye and 
carmine, while carmine from various sources 
produced black". 
Black powder was obtained from a recipe. The technique was, 
to quote J. Brijbushan— 
In an earthen cup filled with oil, the wick is 
saturated with oil and lit. Then a globular earthen 
pot, with the inside besmeared with dried cow dung, 
is placed over the flame. The lampblack sticking to 
the inside of the pot should then he scraped, kneaded 
in an earthen pot and allowed to dry. It should be 
mixed with neem water (gun and pure water), 
levigated and then dried'^ 
White was obtained from 'burnt conch shell, or white ear th ' . 
The variety in colour red was generally got from red lead, red ochre. 
'* Brijbushan, J., The World of Indian Miniatures Kobansha International Ltd., New Delhi 1979, p.26. 
'^  Ibid. 
'* Ibid. p. 27 
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and shellac dye. Brijbushan says that the colour red was commonly 
used in ancient painting. She s a y s -
Red ochre was extensively used in ancient paintings, 
and red lead was a favourite with Jain painters of 
Western India'''. 
For Vermillion, she s a y s -
Crude cinnabar was thoroughly levigated in a mortar 
with the help of sugared water or lime juice'^ 
Indigo remains the main material used to acquire blue. It is 
mixed with other colours to get variety in its shades. Although the 
process is difficult, yet blue can also be had from lapis-lazuli. 
Brijbhushan says the process was not known before the thirteenth 
c e n t u r y -
Method for extracting blue from lapis-lazuli was not 
known before the thirteenth century". 
The mineral orpiment provides the colour yellow. One method 
that Brijbushan gives is— 
It was thoroughly levigated to the consistency of 
fine, white flour and sifted. This was again levigated 
with a solution of gun Arabic^". 
The shellac dye particularly used to obtain red and generally 
used with other colours to produce a variety in shades is prepared 
with ' lac resin ' boiled in water. Water consistency is maintained, and 
"lbid.p.27 
•« Ibid. 
"Ibid.p.28 
'' Ibid. 
163 
borax powder added after every few minutes. To get the best result 
Brijbhusan suggests — 
Dipping a pen in the solution and drawing a few 
lines on paper was a simple test to see if the color 
was right. If the ink did not crack, the colour was 
ready^'. 
Last but not the least, are the colours gold and silver. They 
have remained all time favourites with Indian miniature artists. 
Pieces of gold leaf mixed with sand and water were thoroughly 
fermented. Next, as Brijbushan describes— 
When the gold was reduced to powder, it was put in 
a glass cup. After the gold was free of impurities, it 
was mixed with glue and was ready for use^ .^ 
For silver she says— 
...silver leaf was put in a hard stone mortar and 
levigated with a dhau (Anogesis Latifolia) gun 
solution". 
Brijbhusan finally sums up the ' formulae ' of obtaining 
varieties in colour mixing and its application adaptation in the 
following words— 
...orpiment mixed with deep brown yields the color 
of parrot feathers; yellow mixed with lamp black in a 
proportion of two to one would produce the skin 
colour of common people; lamp black with shellac 
dye yields deep purple; lampblack mixed with indigo 
'^ Ibid. p. 27 
^^  Ibid. p. 28 
" Ibid. 
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yields the colour of hair; red ochre mixed with couch 
shell line powder yields the shade of smoke as does 
lampblack mixed with conch shell line; red and 
yellow mixed in equal proportion yield the colour of 
flames; zinc white and shellac dye will produce a 
rose colour. Jatilinga dye, white and vermillion 
mixed in equal quantities yield the skin colours of 
members of higher castes^"*. 
Brijbhushan, also writes about the application of colour in a 
miniature painting— 
The order for the application of colour was (1) 
foreground and background, (2) body colours, (3) 
clothes and other articles, (4) gold where required. 
The final outline was drawn at the very end. The 
finishing touches were the painting in of pearls on 
ornaments and the reddening of hands, feet and 
lips^^ 
Other than Colour, what is equally important is Form in a 
ragamala miniature painting. The interpretation of a raga is based on 
dhyana, that is, a rupa is significantly assigned to it. And, both 
Colour and Form are required for the visualization of a ragamala 
painting. One gives it emotional quality, besides adding colour to it, 
and the other gives body and life to the incarnated deity. To quote 
Gosvami— 
-' Ibid. p. 29 
' ' Ibid. p. 30 
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These paintings are visualized music, each picture 
being interpretation of a particular raga, in form and 
colou^^^ 
Form in its widest sense is explained by Jovanovich as ' total 
s t ructure ' . Form in its widest sense is— 
total structure; a synthesis of all the visible elements 
of that structure and of the manner in which they are 
united to create its distinctive character. The form of 
a work is what enables us to apprehend it^^ 
This concept of form as ' total s t ructure ' appears continued in 
the following words of H.L. Sharma — 
Form is made with lines, movements, spaces, 
dimensions like depths and heights, rise and fall, and 
these are charged with nuptic energy and 
dynamism^^.. 
A painting as total structure in terms of Yashodar ' s definition 
of its six limbs, quoted by Balram Srivastava would be — 
Rupabhedah (differentiation of form), pramanaini 
(proportions) bhava (sentiments), lavanyayoganan, 
(arrangement of beauty), sadriya (likeness) and 
Varmi kabhangah (style of brush and colour work) . 
Form is created in an ar t is t ' s mind as a 'menta l image ' . The 
ar t i s t ' s perception gets materialized into a ' fo rm ' , via a line. 
'^^ Gosvami,0.,Op.cit.p.251 
" Jovanovich, Art Through the Ages, 
28 Sharma, HL, Aesthetic Education and The Grammar of Art, Brij Printers, Meerut, 1995, p.78. 
'^ Srivastava, Balram, Nature of Indian Aesthetics, Chankambha Orienentalia, Varanasi, 1985, pT26. 
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Coomaraswamy speaks of an artist's desire to represent a vision, the 
mental image— 
....his desire is to represent his vision in the material 
terms of line and colour^". 
Havell refers to Laurence Binyon to say how purely artistic 
elements in a work of art were in Indian art linked to intuitive 
act ivi ty-
Design, colour composition, ail the purely artistic 
elements of their work, were left to the more 
intuitive activities of the mind '^. 
Furthermore, Indian art is idealistic and symbolic, as well as, 
religious. In the process, as Havell says, the artist, poet, and priest 
become o n e -
Indian art is essentially idealistic, mystic, symbolic, 
and transcendental. The artist is both priest and 
poet^l 
High intellectual and emotional involvement is required, 
because 'form' thus achieved ceases to be mere 'form', for it then 
becomes mythical too. Thus, Coomaraswamy talks about mountains, 
birds, trees, and rivers getting personified. 
In India, art is divided into panels, or segments which are— 
kama-Ioka, the sphere of phenomenal appearance; 
rupa-loka, the sphere of ideal form; and arupa-
loka, the sphere beyond form . 
°^ Coomarswamy, A, Fundamentals of Art, The HRD Programme, Jaipur, 1985, p. 3. 
'^ Havell, EB., Op.cit. p. 5 
"ibid. p. 10 
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Out of these, perfection is achieved through— 
... the ideal forms of the rupaloka, in terms of the 
appearances of kama-loka^'^; 
These segments help the artist concentrate on rupa, or 'form'. 
More particularly, rupa loka helps determine the select kind of the 
form-manifest. It should be ideal in beauty, since the image is to be 
spiritual and divine. The image-form has to transcend the world of 
illusion, i.e., maya had to reach 'the real ' . To quote Coomaraswamy, 
the artist's powers of visualization were only the means, albeit fine. 
For, there was a primal aim in the effort. The artist desired— 
to suggest the Idea behind sensuous appearance, not 
to give the detail to the seeming reality that was in 
truth but maya, illusion^^ 
Further still, feeling gets associated with a particular object, 
image, or form. An aesthetics develops according to the object, 
image, or form's relevance. This aesthetic feeling is a matter of 
contemplation or 'dhayana'. Next, the incarnated image takes plastic 
shape. To quote Balram Srivastava— 
...the realization of feeling is through dhyana or 
contemplation, which is significant in relation to 
object as well as in relation to practice" _36 
The 'aesthetic feeling' finally gets 'permanence' and 
'relevance'. For, feelings that get incarnated into plastic-form do not 
" Coomarswamy, A, Op.cit. p. 7 
^^ Ibid. 
^^  Ibid. p. 3 
'" Srivastava, Balram, Op.cit p. 31 
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remain confined to the response of a single individual, that is, a 
single mind or body— 
...feelings which have found ... incarnation (form) or 
taicen plastic shape can not remain the reaction of a 
single mind or body...(they get) transformed into 
penances, order, harmony, meaning and value, (they 
cease) to be a mere self-absorption...Thus aesthetic 
feeling inherits three properties-'permance, 
relevance and community', (words in bracket not the 
author's)". 
Such a manifest of ' idea ' or ' fee l ing ' is the primary factor of 
Indian art, be it in music, poetry, paint ing, dance, or sculpture. It is 
the instinctive quality present in the ar t i s t ' s mind while creating 
masterpieces. Coomarswamy calls Indian art an 'open book ' , which 
needs only to be discovered, as it were, to reveal the infinite 
superiority of intuition, the method of direct perception. This is 
Indian ar t ' s great open secret— 
...the great open secret that all knowledge and all 
truth are absolute and infinite, waiting not to be 
created, but to be found, the secret of the infinite 
superiority of intuition, the method of direct 
perception...There is about us a storehouse of the 
As-Yet-unknown, infinite and inexhaustible .... 
Thus, the Indian artist tried to create and capture in the images, 
the manifestations of the divine. His source was rel igious belief and 
strong emotion. His aim was to conceive ideas in abstract ion. His 
"lbid.p.31 
*^ Coomarswamy A, Op.cit. p.l. 
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route was dhyana or contemplation, the intellect was to be 'self-
praised'. 
To quote Coomaraswamy, t h u s -
Art is primarily an intellectual act; it is the 
conception of FORM, corresponding to an idea in the 
mind of the artist. It is not when he observes nature 
with curiosity, but when the intellect is self prised 
that the forms of art are conceived^'... 
Along with this is the principle of 'balance'. It is an essential 
property of 'form', and as necessary as elsewhere for a painting 
composition. To quote Srivastava— 
Three fold balance, horizontal, perpendicular, and 
diagonal determine specifically the form''*'. 
Rhythmic unity is also necessary. Both 'balance' and 'rhythmic' 
unity describe the quality of form. Srivastava says that rhythmic unity 
has two essential ingredients, one 'form' and the other 'balance'. Thus, 
form, balance, rhythm and unity have close affinity. 
Form is identity and the being itself. It emerges from Brahma 
the creator and the sublime. It ends on him too. The ultimate goal of 
form is to merge into 'ultimate form', which is divine and spiritual. 
Thus, from abstraction, through dhyana or contemplation, the artist 
arrives at a rupa (form), which then is personified as a deity. To 
quote Havell— 
^'Ibid. p. 11 
"" Srivasatava, Balram , Op.cit 
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Indian art, searing into the highest empyrean, is ever 
trying to bring down to earth something of the 
beauty of the things above"'. 
In ragamala painting, there are the mudras, arm-movements, 
finger-play and body-gestures of iconography. These are visualized, 
once again, with the help of dhyana and rupa maya. According to 
Have l l -
The Indian musician and the artist use the same word 
tala, the former to indicate the time beat, the latter 
for his unit of proportion, the length of the face''^  
However, to repeat, when the Western philosopher writes of 
'significant form' in arte-facts, it is 'significant form' that can only 
be 'felt ' but 'difficult to define'. About feeling, to repeat once more, 
Langer says that there are two; objective and subjective. The catch is 
that it is only 'objective' feeling that can help understand 
'significant form'. Thus, 'subjective' feeling is ruled out. Emotion 
and emotive values shackle 'pure form', which it is thought music is. 
On the contrary, Indian music as in a raga, presumes to be about 
emotion. It also influences emotion. There are emotive or rasa-vdAnss 
to reckon with in Indian music. 
The dhyanas lead the Indian artist to depict and personify the 
moods and the sentiments of the ragas and raga murtis. Gosvami 
writes about the aim of an Indian artist and says that it was about— 
"' Haveli, EB, Op.cit. p.8 
"'Ibid. p. 31 
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...giving expression to the idea which lies behind the 
appearance of things—of making manifest the 
abstract, for it is surely ideas only and not objects, 
such as persons or things, that lend themselves to 
reproduction in two such different forms as music 
and painting''^ 
Thus, the medium of painting helps the connoisseur understand 
and recall the raga, the melody or vice-versa. To quote O.Gosvami 
a g a i n -
Hearing the melody the connoisseur will call to 
memory the Dhyana, or seeing the picture he will 
recall the melody'*''. 
The aim of the Indian artist of combining music and painting 
into a composite whole now becomes clear. It was to be an idea from 
the abstract, arrived at through dhyan or contemplation. As Gosvami 
says— 
....in these paintings it is the idea, not the object, 
that lends itself to reproduction in two different 
forms of expression: music and painting . 
Finally, about the reputed line in Indian drawing and paint ing, 
and its suppleness, flow, rhythm and strength, which help create 
forms of mythic dimension. The line is able to create archetypical 
figures, which would be hurt if they are searched for anatomies as 
the marble-figure of David is supposed to have been faulted for its 
" Gosvami, 0, Op.cit. p. 237 
'' Ibid. p. 241 
'' Ibid. 
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weak ankles, all because Naturalism is adopted as a standard-
measure. 
Form in Indian art is achieved through what has been 
characterized as a definite drawing-outline. The bold red drawing-
line is a descent from the Ajanta frescos. Thus, it has been said about 
Indian painting that— 
Nearly all the painting has for its foundation definite 
outlines''^ 
That was C.L. Herringham quoted by Coomarswamy, who 
himself with reference to Rajput painting writes of 'a vigorous 
archaic outline' as the basis of its 'language'. Coomarswamy needs 
to be quoted further, on the strength of this bold, 'archaic' , and 
'definite' outline. He s a y s -
Uncompromising as the golden rule of art and 
life sensitive, reticent, and tender, it perfectly 
reflects the perfect self control and serenity of 
Indian life. It lends itself to the utterance of serene 
passion and the expression of unmixed emotions . 
It is claimed to have affinities leading back not only to Ajanta 
but to early Asiatic, and even to Egyptian and Hellenic times. 
And, therefore, the technique of Indian painting, is essentially 
an art of outline, that is drawing and painting can be one and the 
same thing. There is a first outline, and then a second outline, the 
latter a highly finished exercise— 
""Coomarswamy, A. Raiput Painting. Motilal Banarsi Das, Delhi, 1976, p.4 . 
"' Ibid. 
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When this outline is complete the background is 
coloured, first the sky and building and thereafter 
the t^ees^^ 
And, further still that the outline is— 
distinct, sharp and wiry so deliberate so self-
confident, so full of wonder at the beauty of the 
world, especially the beauty of women, and at the 
sametime so austere....(that) it could not be a sudden 
achievement nor depend on the brilliance of a single 
personality. It is the product of a whole 
civilization...it is an art both proud and passionate 
and very reserved'*'. 
And not only Coomarswamy, but many Indian art appraisals 
refer to the bold, self-confident, definite outline and to its grace, 
flow, and rhythm, and pay it abundant tr ibute. 
In Indian art, this outline does not only give shape to a figure 
of man, animal, or nature, but also works mythic meaning into the 
entire art effort. The figure could be read as a symbol, yet the supple, 
self-confident flow of the outline help it reach mythic proport ion, 
and therefore, not needing anatomy at all, to look and be human. 
The net result is a form full of significance. It is such form as 
this that ragamala paintings achieve. And it is this form which will 
be kept in mind while reading Deccan and Rajasthan ragamala 
painting. 
' ' Ibid. p. 4 
'"ibid. p. 14 
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Next, the Deccan and Rajasthan ragamala paintings 
themselves, of which eight ragini examples from each School shall 
be read, each individually and separately, for its use of Colour and 
Form. These, separate studies shall be different from the studies of 
ragamala examples of the two Schools read in Chapter-V in the sense 
that the readings in Chapter-V will be comparative. That is, Chapter-
V shall compare the use of Colour and Form, in an example each, of 
the same raga and ragini from these Schools, first focusing on ragas 
and then on raginis. 
The Deccan School examples shall be read first— 
Kakuba-
Although, Geeti Sen cautions against iconographies, a caution 
already referred to earlier in this thesis some iconographies from 
Ebeling will be quoted. Thus, Ebeling describes the kakuba 
iconography in the following words— 
A young woman, dressed in a gold coloured peshwaz, 
sits on a marble hillock. She holds a vina in her 
hand. Legs slightly crossed, one foot elegantly rests 
on a marble rock. The hillock with smooth and 
curvaceous protrusions looks the womans the one. 
The marble hillock^". 
Nayika taxonomy could also be an obsession. This also has 
been referred to earlier in the thesis. However, since iconographies 
50 Ebeling, K., Ragamala Painting. Ravi Kumar, New Delhi, 1973, p. 
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and taxonomies were indeed prevalent in the days ragamala were 
painted they shall be referred to where possible. 
And, therefore, this Kakuba example (Plate-1) is an utka nayika 
illustration, a personality reputed for yearning for her lover and 
waiting for and expecting him. It is a human archetype, therefore, 
drawn and painted in terms of colour, landscape, and the famous 
drawing-line of Indian art, a kind of a formulae to help paint a rasa 
or emotion, earlier sung as a raga or ragini in the tones of Indian 
classical music. It is indeed an archetypal situation in which the 
supple flow and rhythm of the reputed drawing-line creates a human 
presence charming and forcing attention on itself, though bereft of 
anatomy and naturalistic detail. It is indeed a human presence which 
a drawing line 'distinct, sharp and wiry...so deliberate and self-
confident, so full of wonder at the beauty of the world, especially of 
women... ' situates so very often in Indian art. It would not be far too 
wrong if dismissing it only as a mere symbol for its want of anatomic 
detail, it be appreciated rather for valorizing in terms of sheer line as 
an archetypal form of female beauty itself. 
Indeed in this Deccan Kakuba it is female beauty itself that 
shows itself yearning, expecting and waititig for its lover. This is a 
forceful statement which shall determine all future readings of 
ragamala paintings in this thesis. 
The utka sits as Ebeling describes on a marble hillock as 
curvaceous as the utka's human form. One foot elegantly rests on a 
marble rock. Her head is slightly inclined, her beautiful eyes are 
focused on the white marble rocks. For permanence and contrast her 
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dress is light brown. There she sits is no less a picturesque 
landscape, her fingers at the vina strings. It is a beautiful female 
form with sharp features lost in her on music and in her yearning. 
Loneliness and yearning over-whelm her. Passion reflects in her 
posture. The music she plays seems not only to attract birds 
particularly peacocks and peahens, but also flowers which appear to 
move even as they bloom, suggesting that they too enjoy the music. 
The background is flat, and the horizon is painted high. The 
small trees on extreme right lend the idea of depth. The colour, 
yellow orange of the background suits the calm and serene white of 
the elegant hillock. The blue and white of the silent sky also appears 
witness to the nayika's lonely yearning. 
The scattered white marble pieces at the foot of the tree in the 
front add dimension, as also perspective. Marble pieces also lie away 
from the hillock and give to the foreground considerable spread. This 
spread too gets abundant painterly attention, as do the dainty looking 
flowers, the fresh grass, and the strewn marble pieces. Two tall trees 
are also accommodated, one in the lady's front, and one at her back. 
The former is sparsely leaved, its branches almost bare, to help 
depict on them two full-used peacocks, tails in full flow down wards, 
and, yet another peacock in the full bloom of a dance watched by an 
attentive pea-hen. The tree at the back of kakuba is tall, strong 
trucked and occasionally heavy leaved, in complete contrast to the 
tree earlier described which kakuba faces. A third set of small trees 
painted small and far away near the horizon provide perspective. In 
between is a yellow ochre coloured plane. Above is the sky sharing 
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its many shades of blue with a tinge of white, both colour shades 
spreading the breadth of the rectangular painting. 
Colour contrast is plenty. The marble white of the hillock 
dominates the foreground. White marble pieces also lie scattered on 
the green that lies spread near it. 
Finally, the rich colour-schemes and the fluid lines add to the 
emotive quality inherent in the melody. Minute detailing of the 
human figure, animals and plant motifs are indeed elegant. The flow 
in the lines move with the music of the vina. Every part of the 
painting is poised; extra care has been given to the over-all 
composition including the intelligent use of space. 
Soratha— 
It is another name for ragini gujari. The main raga for soratha 
is megh malhar. The emotive-quality is adhhuta, and for adhbuta the 
colour is yellow. 
Photo plate-2 is supposed to be a Deccan version of ragini 
soratha. A tall and a gorgeous lady sits on a cushion of flowers. The 
cushion is petal—shaped and is itself made of lotus petals. The ragini 
plays a vina, her fingers on the string are in action. The colour of the 
vina is blue. The dress of the lady is in soft colours. They match with 
the flow of the delicate lines of her posture. She clutches a slender 
branch of a magnificent flowering tree, which is at a slight distance 
from her. The colour of her skin is fair, and that of her blouse 
yellow. Her head is covered with a transparent orhini; her posture 
gives the impression of a royal princess full of enthusiasm and zest 
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for life. And, she is vasaksajja a nayika who expects and waits for 
her beloved. 
The entire composition, with rich colour-schemes amazes. At 
her right and left, which in effect are foreground and centre-space, is 
water, painted grey but populated with lotus plants and lotus flowers. 
The horizon is low and space has been given attention. The 
arrangement suggests an orchard, for, heavy leaves and fruit upon 
trees have variety. The trees are in full bloom. As already said, rich 
colour-schemes are in use. There is an orange coloured plain in the 
background. It becomes lighter as it progresses toward the sky. A 
dash of light blue in the sky behind the trees, suggests sunset. 
The foreground has also been treated intelligently. The steps, 
as the water boundary, could be steps in the microtones of music. 
There are fish and swan, and lotus too in the painting. The animal 
figures appear attracted to the music played by the nayika. 
There is proportion, as well as perspective., The trees being 
close are given proper height. They height matches the distance till 
the horizon, as well. There is also the suggestion of an ever present, 
though far away, whitish brown horizon, and above it, still a 
suggestion, of a blue sky taking in the shades of sunset, as also, 
forecasting rain. 
The view it appears is from behind the tree that silhouettes the 
right and top right hand border. Therefore, the singing nayika's 
presence almost takes on the note of a discovery. It is a close 
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encounter, the rest of the world, till the horizon and the sky, not at 
all involved. 
The line helps give form to the overall composition, as also to 
the finer details, including the vasaksajja nayika herself. The flow of 
a supple line, as well as, its strength, portrays an archetypal situation 
as the vasaksajja, waits for the beloved. Earlier, it was a ragini, sung 
for the beloved, expecting and waiting for his arrival. 
Bhairavi— 
This is portrayal of Shiv worship. It is plate-3. Its main raga is 
bhairav. The rasa is shaantha. Serenity and tranquility has been 
painted not only on the face of nayika, but into the over-all 
composition. Ebeling describes the iconography thus— 
Out in the lake, in a shrine of crystal, she worships 
Shiva with songs punctuated by the beat, the fair 
one, the bright one, that is Narada-Bhairavi' ' . 
White brings out the emotive quality of this raga. All colours 
used in this ragamala composition are earthy and soft. The soft and 
light colours suggest airiness, rest and tranquility. 
The nayika is in red, a colour that exudes love. She holds a 
rosary and a barchi in her hands. The barchi is the symbol of Lord 
Shiv. There is a musical instrument too, held in the hands, the 
ringing clap of which accompanies the songs she sings. Her head is 
covered by a transparent orhini. Hers appears an innocent presence, 
single, all alone, by her self. She has come finally, dressed up and in 
^'Ibid. p. 120 
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jewellery. Prashad is laid out and incense burns. She is actually in 
the midst of profound prayer and song. 
The shivling is kept on a platform painted white. A huge tree 
shelters the shrine. A lake touches its borders. Its uneven water 
spreads to the vegetation-covered mounds nearby. A step helps climb 
the platform. The painting's border appears a scaffolding of a solid 
open door that leads into the shrine. Infact, the painting's border 
cum-door is a big rectangular opening that puts the entire shrine in 
perspective. First comes the door, then the step to the shrine 
platform, and next the shrine itself, beside a lake which meanders 
into vegetations-covered mounds in the distance. The blue sky is 
given enough space to suggest an entire world beyond. The sky is 
clear and painted a soft blue. The soft green of the leaves and the 
white of the shrine are contrasted with the red dress of the nayika. 
The tranquility and simplicity painted into the miniature are worth 
appreciation. 
Perspective in the painting is given by small trees depicted to 
show distance. Once again, the floW and strength of the line, well 
reputed in Indian drawing, helps put into the painting an archetypal 
situation of a human context, a humin being at prayer, earlier sung as 
ragini bhairavi. The situation is reinforced by an over-all soft 
colour- scheme. 
Lalita-
The main raga is hindola. To quote Ebeling again— 
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Bearing a garland of saptachhada blossom, the youth, 
his eyes bright and shining, and wearing his festal 
garb, departs in the morning from the bridal 
chamber. He is said to be Lalita^'. 
Gangoly describes the ragini in the following words— 
Lalit stands for unsatiated love, and the sorrow of 
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separation at day break 
And therefore, sorrow, separation and insatiated love, are 
together the primary sentiment in the ragini. Yet again an archetypal 
situation in the lives of most human beings is contextualized, the 
flow of the drawing outline in the human figures raising the context 
to mythic proportions. 
The abundant white of plate-4 architecture communicates day-
break, and therefore, the time to stir and be away, a situation 
tantamounting to a heart-break for the nayika. All she can do is lie in 
sorrow at the passing of night and the culmination, therefore, of 
union. She lies, turned to one side helpless, her eyes closed, aware 
that lalit can not be held back any more. 
The painter has communicated the entire situation in its full 
pathos. The wine, the fruits, the comfortable bed itself on the terrace. 
The night that hid all has cruelly passed, and the day refuses to hold 
back anything from its light which is crueller still. The white of the 
marble architecture, huge and massive, extensive and sprawling, 
aggravates the torture. And it is an open, very open terrace. Even its 
portico yawns away protection because of its three openings all 
"Ebeling,K,Op.cit.,p. 120 
" Gangoii, Oc, Op.cit. p. 101 
182 
agape. If architecture could ever hurt, here it did. The blue of the sky 
at the back appears to say that it can not hold back light anymore. 
The beloved must leave. And he leaves, so it appears, quite 
unaffected. All he can do is look brightly back. 
The drawing-line once more takes up the cause of representing 
the characteristic human situation. The human forms, done only in 
outline, do not need the principles of naturalism to lay bare in detail, 
the typical human situation, at moments of departure and separation. 
It is the strength and fluidity of the famed drawing-line, aspiring out 
of its sheer flow to create archetypal human contexts. The two human 
figures, one in bed, the other on its way out, do not get out of the 
artist 's control, be it the head, feet, features, or arms, hands and 
fingers, be it in a lying or a walking away posture, or be it in the 
bed-spread's folds and frills. 
Colours used are soft. It is emotion at it simplest. No 
intricacies. No complications. It is sheer separation and departure, at 
its most human. 
Kanara-
The main raga is dipak. The rasa is veera, which includes 
majesty, heroism and valour. This is plate-5. 
Ebeling describes the iconography thus— 
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Carrying a sword and a tusk of an elephant in his 
right hand, his chorus of heavenly bards. Karnataka 
raga is the image of a king'''. 
The colour of veera, i.e., the rasa is golden yellow. The colour 
gold dominates the painting. Spread to almost half and covering the 
background, it is contrasted against a variety of colours on the 
brighter side, which are orange and green. Besides this, the colour 
white in contrast with yellow, gives the picture a luminous quality, 
even the impression of motion and activity. As an overall effect, 
there is an extraordinary brightness in this painting. 
A youngman, supposedly the king dressed in a mauve coloured 
peshwaz with golden coloured chundari and wearing a stone studded 
crown, holds a dagger in one hand. There is a man behind the king. 
He wears a white-coloured dress with a fan in his hand, and in the 
other hand, an elephant tusk. Two men stand on the right, with one 
hand raised up, in a gesture of praise for the king. It seems that there 
was an encounter between the king and an elephant. The elephant lies 
on the foreground, dead. The animal is painted white, with patches of 
red, seemingly, because of the heavy cuts of a dagger. The 
movements of the kings eyes, of his shoulders, the style of his 
turban, are evidence of it being a Deccani ragamala miniature 
painting. 
The line gives even a dead animal, a delicate form. However, 
huge and big, it covers only a small portion of the painting and still 
does not appear disproportionate. The field seems extended, but ends, 
with a sudden spurt of yellow mixing with green introduced into it 
^' Ibid. p. 22 
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far the horizon. The sky too is suggested above the distinct horizon. 
The background is plain, but a small green patch in the foreground 
has the entire drama played out, leaving spaces in the distance 
entirely free of action. 
The artist appears intelligent and clear-headed. Proper 
positioning of objects and forms, and rich colour-schemes, make this 
'simple' painting an interesting ragamala piece. 
The king and his attendant apart, the other two human figures, 
probably courtesans, have been given sufficient importance. The one 
in orange is tall and has a dagger tucked in his dress while the other 
is smaller in height. The difference in their heights, as well as, 
costumes, probably, is because of difference in social status. 
Todi-
Malkaus is the main raga. The sentiment is of longing. The 
colour is Indian red. It is plate-6. 
This Deccan example of ragini todi contains all the elements of 
the ragini image. The utika nayika, a beautiful damsel is all alone as 
she walks in a landscape playing vina, yearning for the beloved. She 
is involved in her profound loneliness and almost lost in her 
yearning. Her music has pathos and the painting reflects in its 
entirety the ragini todi sentiment. 
The music she plays fascinates a gazelle and a deer who 
approach the lonely utika and give her company. The vina rests over 
her shoulders, and her figures are in movement over its strings. The 
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entire focus is on the utika nayika who is in the foreground. She 
walks the hillock, the rise and fall of which is dotted with trees, the 
small size of which help give the impression of distance and depth. 
So do the small white houses, part of a village, far away on another 
hillock. Between the brown rocky hillocks is a plain, painted lush 
green. Deer are seen running from the far end to reach her. Their 
small size too, helps communicate depth and distance 
The background has mountains. A sun appears brightly in 
between the mountains. The sky appears to stand still for a moment. 
It too seems fascinated by such lovely music. 
Colour-schemes give the impression of freshness to the 
ragamala miniature. Minute detail in form have been taken care off 
and include the folds of rock in the extensive landscape, the running 
deer far away, as also, the village houses. 
The overall composition expresses the primary sentiment of 
yearning and loneliness in ragini todi, visualized now as a miniature 
painting. 
Patmanjari— 
This is a version of a hindola raga. The emotion is again 
separation, but the nayika now is vasaksajja. This is plate-7. 
Two friends sit under a tree. One is the vasaksajja nayika, 
herself and the other appears to be her sakhi. The sakhi tries to 
pacify the lady holding her hand, telling her that her beloved would 
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soon arrive. Or, does she attempt to read her palm, and convince her 
not to worry because the nayak is on his way! 
The two female figures wear rich-coloured clothes. The orange 
of the lehnga and the yellow blouse of the vasaksajja attract 
attention. The sakhi wears a gentle yellow-and-green combination. 
It is a handsome two-some, who sit in an extensive landscape, 
which has a large share of green of different hue, extending beyond 
the center-space. It culminates in suggestive spaces of light yellows 
and blues far away, the distance dotted with small looking trees. The 
horizon is high and foreshortening of trees lend prospective. The 
land near the horizon, its blue ups and downs, is demarcated by 
suggestive limits of different shades of blue. The whitish blue sky is 
given space enough to appear to dominate the landscape. However, 
the full orange of the vasaksajja 's dress and the soft yellow-green 
combination of the sakhi's, what with the flow and suppleness of the 
drawing line, instil into the figures and features of the two, a 
humanity that fascinates and attracts attention. 
The heavily leafed tree with a sturdy brown trunk is of course 
the center of the painting. Infact, it covers a major part of it. But, 
however, it too stands big in a vast field, as lonely and as alone, and 
as delicately full-some too, as the two young ladies who sit under it. 
Its leaves, and their bunches get individual and separate focus. 
However, this does not disturb, because the space in between is 
treated in black to suggest a full-some dark leafy growth. 
The overall composition excludes pathos and succeeds in 
communicating loneliness, yearning and separation, in a vast big 
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world, its natural beauty notwithstanding. What was originally a 
sonal performance gets visualized in line, form and colour. 
Ragaputra Bengal— 
This is plate-8. it is one of the sons oi raga bhairav. Therefore, 
he possesses qualities like bhairav. The atmosphere and the emotion 
created in the painting are of tranquility. It appears that the 
incarnated sonal body of the raga is about to be bestowed some kind 
of spirituality. The showered emotions are represented in the rich 
colour-schemes of the ragamala miniature. 
An ascetic, probably the incarnated son of bhairav, sits on a 
tiger skin. He is bare from the top. The yellow coloured dhoti 
reflects passion. Infact, it contrasts with the greens of the 
background. 
The innocent gaze in the eyes of the nayak is in obvious 
Deccan style. The fluid lines of his body are typical Deccan Bodleian 
standard. The black pitcher next to him is an example of Deccan 
pottery. 
The cave, supposedly the chamber, is covered with green 
leaves. Infact, greenery is further extended probably to create the 
illusion of depth. The bestowed showers are prominent. Rain drops 
appear in the background. The tree on the left is sturdy and 
appealing, as it has been washed by the rain. The sky is grey in 
colour. 
The green, as also other colour variants give to the painting 
freshness and a soothing effect. Conservative colours are used. A 
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suggestion of penance and stability is reflected. In other words, the 
emotive quality inherent in the ragaputra has aptly been exhibited in 
colour and form in this painted visualization of a sonal dramaturgy, 
earlier sung as raga bengal. 
Next, the Rajasthan School examples— 
Kannada— 
The main raga is dipak. This ragini belongs to the primitive 
period of Rajasthan School. It is plate-9. Ebeling dates it to 1623, 
and describes its iconography as follows— 
Two men saluting a lord. Typically, one man is small 
and beardless (a disguised female?). The lord after 
holds an elephant tusk and a sword''. 
The format of the painting is horizontal. Therefore, primitive 
elements are obvious in this ragamala miniature. Infact, folk 
influence is also felt. The background is simple. It is painted red. 
There are four human figures, different in height and proportion. 
The centre figure, supposedly the king, is painted blue. He 
holds a tusk in his hand. His crown is decorated with peacock 
feathers. His features are delicate, but, traditional. The eyes are wide 
open. The king wears sandals that resemble a miniature throne. 
The other three men, who praise the king have been distributed 
evenly. The one behind the king is in the service of the lord. The 
hand gestures of the other two men clearly indicate their appraisals. 
" Ibid. p. 236 
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Once again a human archetype earlier sung as classic sonal 
dramatizing of bravery, courage and strength is put into the drama of 
line, form and colour. 
Gunkali— 
It is an utika nayika. The plate is 10. She yearns for her 
beloved. The main raga is malkaus. Its sentiment is karuna. Ebeling 
describes the iconography thus— 
She drenched her bodice with her tears. Her dress is 
unlaundered and her body suffers from the pangs of 
separation such a young woman sits (to await her 
lovers arrival). Her body is emaciated due to 
separation from her lover. She sighs and hair is 
untied. She sits under a Kadamba tree'*. 
The brightness of the atmosphere does not affect the sad 
heroine. The nayika, lost in the thoughts, just yearns. A sense of 
longing prevails the painting. The posture of the nayika attracts 
attention. She is well attired and well to do, a princes-possibly. The 
jewellery is given fine and detailed attention, as are the folds and 
flow of her wear. It is a white marble platform she sits on which 
contrasts abundantly with the colours of her carpet. The carpet itself 
has white as its dominating space. This again contrasts with the 
lady's wear, done in darker colours. It is this colour-scheme that 
makes the nayika dominate pictorial space. This apart, there is her 
yearning face, the gaze of the eyes, the bent head, one arm partly 
resting on a knee and a gao-takia. She sits on an elegant carpet under 
'*Ebeling,K.Op.cit. p. 138 
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a kadamka tree. Infact, she inclines on the large gao-takiya, bolster 
cushion which appears to bear part of the burden of her longing. 
Distance is created by the wall, which separates the front of the 
painting from the horizon. The horizon is low and has soft and pastel 
shades of blue. 
The colour of the flower-beds are subdued but magical. The 
sprinkling of flowers is cheerful and soothing. A Deccan painting 
gives gardens and flower beds plenty of space. Thus, apart from the 
greenery of the flower beds that have red flowers systematically dot 
them, there are five trees that heavily bloom with leaf. It is to be 
noticed that each leaf, on each tree, gets separate and individual 
painterly attention. However, the black that covers the space between 
the separately drawn leaves, suggest a full growth and the trees also 
as heavily laden. It is a planned and well-kept garden. The over-all 
elegance and cheerfulness does not affect the nayika in any way. She 
still yearns for her beloved. It is once again the supple drawing-line 
that positions the nayika on yet one more archetypal throne, as it 
were. Presence and posture, beauty and grace, jewellery and attire, 
all are drawn with ease and tender delicacy so inherent in the 
drawing-line in Indian art, since Ajanta days. 
Madhu Madhavi— 
According to Ebeling, the ragini wears yellow garments, has 
fine hair, (is going to meet) her lover who is asleep, while the clouds 
en 
thunder and her step are checked . 
"ibid. p. 122 
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And on page 94 Ebeling says she is— 
offered pan by a standing lady, while a second lady 
feeds a peacock perched in a tree, as in certain 
Madhu Madhavi paintings of other schools. 
The main raga is hindola. Its emotive quality is shringar, part 
of an over-all effort of 'going and seeking', the feature of an 
abhisarika nayika. The nayika dressed in golden lehanga with a red 
demarcation through its length is full of passion, ready to meet her 
lover. Her gestures reflect her enthusiasm. Conscious of her beauty 
and elegant dress, she offers paan (beetle) to the peacock, perched on 
the roof of a house. Two ladies on the left, appear to praise and 
admire the nayika's beauty. They also offer paan but to her. The lady 
on the right, it seems is fascinated by the heroine's beauty and her 
dress. There is another peacock on the tree, but only the neck is 
visible. 
This ragamala miniature painting beautifully communicates its 
primary sentiment, as also its atmosphere. It is plate-11. The Sanskrit 
verse inscribed on the painting above is painted yellow. The field 
behind the nayika is painted green and is flat. Beyond is a raised 
horizon. Red divides the green of the field from the dark blue sky. 
Thunder storm is brewing and thunder even touches the ground. Two 
musicians, one male in white, and another female dressed in a 
mauve-coloured dress play music. 
On the left, white architecture appears to touch the sky. It has 
panels and windows, all painted in different colours, which are 
white, yellow, black, and also a muted green. A door-mat painted in 
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greens and reds, with a border of yellow lies at the door. The 
combination of colours that paint the architecture fructify the 
emotion of the whole painting. Then there is a bed. There are flowers 
kept on the bed. The bed-spread is ochre yellow and is printed with 
minute beautiful red- coloured flowers. Beneath the bed is a yellow-
coloured panel, probably, part of the portico of the building. 
Significantly, the colour behind them is also painted red. And 
red signifies not only love but intense passion. Once again, a myth, 
and archetypal position, the situation of being in love, a going and 
seeking, as is the prime characteristic of an abhisarika is visualized. 
Earlier, it was a sonal dramaturgy, ragini madhu madhavi is now 
painted in the drama of line, form and colour. 
Gujari— 
is a Vasaksajja nayika. The main raga is megh malhar. The 
rasa is adhuhhuta, and its colour is yellow. Ragini gujari, as 
described by Ebeling is— 
A woman with a vina, seated on a pad of leaves in a 
forest, raising one hand'*... 
Plate-12 is a young woman, dressed in a resplendent yellow-
orange lehanga, with a red-coloured orhni. She sits on a carpet. The 
carpet is painted green with floral motifs. She holds a vina is her 
hand, and it rests on her shoulder. The lady is busy singing. The 
nayika's sitting posture resembles that of a music performer. She is 
engrossed in the melody, and is oblivious of her surroundings. Her 
58 Ibid. p. 62 
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involvement is obvious in her posture. Being a vassaksajja nayika, 
she expects and waits for her beloved even as she sings. 
There is a Sanskrit doha written on a black panel over the 
painting. Underneath the panel's golden line is the sky in the 
background and is painted orange. A stroke of white is probably also 
present in the sky. The impression of an orchard with heavy laden 
flowers, fruit and leaves, is given by trees which are painted in a 
row. Each tree is painted with different shades of green. A black bird 
is perched on the tree second from right. 
Also, a white semi-circle has been deliberately introduced into 
the painting. The white of the circle gives the impression of depth 
highlighted between the tree-trunks. A halo is also painted behind the 
nayika, supposedly, to imply divinity. 
The colours of the background contrast with those of the trees 
and the lady's wear. Her gaze and the gesture of her left hand 
pointing towards the bird while singing shows enthusiasm. A green 
coloured wall separates the background from the centre-figure. There 
is a boundary to the field which has been painted black with white 
borders and white-coloured floral motifs. This is yet another 
archetypal situation, for, it is expectation and waiting for the 
beloved, a basic feature of the phenomenon called 'being in love'. 
While ragini gujari, when sung, portrays the intricate ramifications 
of its sonal dramaturgy, the visualized portrayal is in its line-form-
colour dramaturgy. 
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Basant-
Plate-13 an example of ragini basant or vasant. It is associated 
with the season of spring. The main raga is dipak. The over-all 
colour of the painting is golden yellow. Since it is the season of 
spring, the atmosphere itself responds with happiness and pleasure. 
The colours are sharp and strong. The human forms appear to 
perform in quick, harmonious rhythm to celebrate vasant, the season, 
or, empathize with vasant, the ragini. The dance is full-blooded. It is 
performed on a marble platform, retained white to contrast the orange 
and yellow of the performers. The marble platform is bordered with 
flowers. Nature, both in the foreground, and also at the back of the 
dancers, is in full bloom almost in rhythmic participation with the 
dance that goes on in the middle. 
Krishna, wears rich yellow-orange coloured clothes and holds a 
vina in his hand while the girl next to him plays a mridung. The girl 
on his left plays majirah. The fountains are full. Varieties in the 
green of the trees create freshness. The orange in the horizon extends 
to the sky. Movement in the sky is almost obvious. The thunder in 
the sky is painted in radiant hues. The atmosphere is warm and 
congenial. All universe appears at joy, play, song and dance. 
There is elegance in the flow of the supple line which is again 
at work in the curves and swirls of the dresses of Krishna and the 
girls. The over-all response to vasant, the season of spring, be it a 
god's, or of human beings, or of nature, is full of the joy of life. 
Existence itself appears at a rhythm. 
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The importance of the painting in terms of its meaning as a 
myth, a ritual, as also, as an archetype of celebration is manifest in 
the composition. This is reflected in its use of colours, forms and 
details. An earlier sonal dramaturgy, is once more made visually 
manifest in the drama of line, form and colour. 
Varari— 
Its main raga is bhairav. The rasa is shringar, and the colour 
is brown. This is plate-14. 
A beautiful, elegant lady sits on a golden, well-cushioned chair 
placed on a flower-and-leaves dotted white marble flour. She waits 
for the beloved. The curves and flows of her figure tell her body 
language. Fair-looking and broad-shouldered with a slender waist, 
beautiful eyes and striking features, she sits in a most expressive 
love-posture. She is very self-conscious, and holding her arms over 
her head, she sits all welcome for her lover. She has adorned all her 
ornaments: the necklace, the bracelets, bangles and pazeb, as delicate 
and tender as the nayika herself. She is, as it were, elegance itself. 
She has applied menhdi also. She has pom-poms that are delicate and 
dazzling. And, she has company. Facing her is another. Equally fair, 
as handsomely featured, and with almost as curvaceous a physique 
and as slender too, and as bejeweled as her companion, she offers a 
golden bowl to the nayika, hot vapour emanating from the bowl. The 
companion sits on a square chowki almost as cushioned and 
comfortable as the nayika's. May be, it is a sister, a cousin, or a an 
equal-status sakhi. Together, they await the arrival of the nayika's 
beloved. 
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Under the red-canopied portico is a resplendent, colour-fully 
done bed, with red and green borders and orange bed-cover, and gao-
takia in contrasting colour. The bed-stands are gold, an over-all 
contrast with the bed's general dressing. The nayika's wait could not 
have got better painterly attention. 
The rest of the courtyard has a secure high-rise wail, with an 
equally secure high-door. Beyond are trees in colour contrast, all 
heavily leaved and small flowers bestrewn. Behind the thick-leaved 
and flowering trees is a tall plant, showing itself for contrast, 
sparsely-leaved but with white and pink flowers. Along side is a tall, 
very tall tree, with leaves like stuffy hair and, all but a thin white 
line for a trunk. Still beyond, is the blue sky, and under it as it were, 
the rest of the world. Not to miss is a pair of white swans, in flight in 
the blue sky, manifesting both height and distance, and indicating 
love and as also pairing. 
Inside the courtyard is architecture, which, were it not for the 
two love-lorn, handsome female figures in the foreground, would 
dominate the painting, what with its colours, the reds, greens, 
oranges and blues, which the painter has chosen to apply 
thoughtfully, to give to the miniature glow and sparkle. Altogether, 
the architecture, with its high rise boundary-wall and door, and 
colour-schemes, depicts a rich, though sequestered world, away, far 
away, from the rest of world's men and women. If life was only love, 
passion, colour and wealth, there it was, forms and colours together 
contributing to its entire mythic configuration. 
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The overall effect of the composition successfully captures the 
emotion inherent in ragini varari, yet another rich visualization in 
line-form-colour drama of a ragini sonal drama of love and passion, 
awaiting painterly depiction. 
Patmanjari— 
This is also a Rajasthan example. The main raga is hindola. 
The emotion is of separation. The colour is dark brown. The ragini, 
according to Ebeling, is depicted as a lady separated from her lover. 
To quote Ebeling— 
Her beauty is that of the woman separated from her 
beloved, like a withered flower, bearing a garland, in 
body wasted, she is comforted by her dear lady 
friend; 
The vasaksajja nayika plate-15 is beautiful as ever, in her 
brown coloured lehnga and a transparent orhini. She is sad. Her lover 
has not returned; and the lady waits for him. Her shringar-effort had 
proved futile, the lover remaining absent. The wait for him frays her 
emotions. 
The composition is simple. The nayika sits on a spread out 
carpet with her back at an angle to a huge mauve coloured goa-takia, 
a knee resting on a smaller round mauve cushion. She is temporarily 
weaned away from her amorous thoughts by an attendant who holds a 
bird upto her. Her yearning appears only temporarily deflected, for 
her shringar and posture permanently reflect a waste of effort. How 
did it matter! What if the vasaksajja expected and waited, all dressed 
198 
and ready, prepared as she was and waiting! The lady is sitting 
outside her chamber and her friend is trying to console her. 
The tree behind the building appears to hide, and yet seems to 
want itself noticed and in the process reveals more of itself than it 
can conceal. It is in full bloom. Its brown trunk is sufficiently strong 
to bear the entire burden of its heavy green foliage. Leaves, and even 
bunches of them are given detailed individual attention. Appropriate 
use of black on spaces in between allow suggestion to play its role 
and give to the tree's leafy growth a full-some presence. The tree, 
painted as a marked presence, stands behind the nayika's single-door, 
one-face apartment. That the revealed architecture is part of a large, 
more spacious building is suggested by intelligent use of paneled 
jalees. These jalees protect the extensive, faintly blue marble 
platform of the courtyard. The first jalees stand in the foreground, 
and then, further up is a three-paneled version, suggesting it as part 
visible only, but implying the courtyard to be extensive at the other 
extreme also. 
The lake beyond the tree is grey from a distance. Its water is 
silent and still. Distance is consciously created by painting the 
mountain low and small. The sky is clear. A Sanskrit shloka on a 
yellow panel is painted in the background. 
Fresh, immaculate weather conditions appear to have purified 
the atmosphere. The season seems to be spring. This adds to the 
yearning. Separation persists. Thus, the emotive quality of the ragini 
has been dealt with intelligently, with special attention to colour and 
form, used once more to give another archetypal human context, 
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earlier in a classic sonal version, now in its appealing painted 
variety. 
Kalyana— 
The main raga is Nat. Nat symbolizes heroism and martial 
spirit in a nayak. The rasa is veera. And the colour is golden. 
It appears that the nayak has just returned and the occasion is 
being celebrated. The hero accompanied by his beloved sits in a 
chamber watching girls dance. 
There is a candle lighted on the right of the painting. The 
foreground is red but the musicians and dancers wear clothes in 
contrasted colours. One musician plays mridangam. The others play 
music instruments, while one dances. 
Lush colour-schemes have been used. Rich colours act as 
leitmotif for the whole composition. Every segment of the miniature 
has been given great importance. Space is utilized intelligently. It is 
bravery, courage and strength at a celebration. The classic sonal 
variety, a ragini, is now visualized in line, colour and form once 
again. 
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CHAPTER-V 
A Comparative Study of Colour and Form in Deccan 
and Rajasthan Ragamala Painting 
The focus of Chapter-V will be on comparative studies of 
Colour and Form in ragamala paintings of Deccan and Rajasthan. 
However, it must be kept in mind, as Ebeling insists, that only 'a 
fraction' of ragas have been painted. 
To quote Ebeling— 
Of the hundreds or even thousands of ragas known in 
music, only a fraction was used in Ragamala 
Painting'. 
Of course, he also accepts that the ragamala painting tradition 
was maintained for many centuries. But yet again, he uses the 
expression 'most frequently' for some ragas and raginis which get 
more painterly attention than others— 
The most frequently used were pictured in one or 
several iconographies throughout the centuries in 
which this art form was continued . 
This apart, these paintings are based not only on iconographies 
but also on emotive-values, Nayika-nayika ' type-castings', seasons, 
and archetypal representations. And, then, there is Coomarswamy 
who has been quoted earlier as having used, as far back as 1916 the 
expression 'fairly constant' when describing more painterly focus on 
' Ebeling, K., Ragamala Painting, Ravi Kumar, New Delhi, 1973 pl5. 
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^ Ibid. 
a few of 'the best known' ragas and raginis only. This thesis has 
referred to this in its introduction. Coomarswamy's exact words are— 
The representation of certain of the best known ragas 
is fairly constant^ 
This said, the thesis focusses on the ragamala genre itself. 
Ragamala paintings have rich colour-schemes, as well as, supple, 
delicate and rhythmic use of line, which abundantly coincide with the 
raga concepts of Indian music. For instance, Colour has rhythm and 
wave-length. Form has balance, harmony, rise and fall. These 
elements are matched with the tones and microtones of Indian music. 
Ragamala classification also follows consistent rules of craft. 
Ebeling has labelled them under 'systems' and 'iconographies', as 
also 'iconographic traditions'. Ebeling could not trace the origin of 
what he would call 'a painter's system'. To quo te -
Its origin is obscure and cannot be traced to any 
musical or literary authority of old, as can be done 
with some other systems'*. 
Of course, the expression 'painter's system' is Ebeling's own— 
I am calling it in this book the painter's system . 
These systems vary from School to School, as also, from 
regions to region and patron to patron. However, Hanuman and 
Mesakarana systems were generally followed and quite a few 
depended upon their iconographic traditions. Geeti Sen, as has been 
quoted earlier, cautions that an identical image as iconography is 
3 Coomarswamy, A. Rajput Painting. Vol.-I, Motilal Banarsi Das, Delhi, 1976.p.66 
^ Ebeling, K.,0p.cit.p.l8 
^ Ibid. 
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always not necessary, even as she warns against nayika taxonomy 
obsessions. 
Furthermore, miniature paintings, in general, supplied regional 
painting styles and techniques. The interchange of styles and schools 
determined the factors and functions of a ragamala miniature genre. 
The painter's, familiarity and understanding of a miniature painting 
and his search for patrons justified stylistic changes, even otherwise 
inherent in the effort to paint a ragamala miniature, which after all, 
was a visual interpretation of either a poetic or a sonal genre. 
Ebeling, while explaining the stylistic change in ragamala painting 
writes— ' 
The painter's degree of familiarity with his subject, 
his high rate of mobility in his search for patrons, 
the ever changing balance of fortune, power and 
influence of his patrons; and finally the many roots 
that came together to make Ragamala Painting in the 
first place—all these factors more than explain this 
interwoven fabric of styles and traditions, innovation 
and errors^ 
Thus, though reason for regional changes in style could be the 
migrations of artist's, still the style in a majority of ragamala 
paintings did often remain unchanged. One reason behind this could 
be that only a 'fraction' of the ragas and raginis were painted, or 
even that only the most well-known were constantly painted. Added 
to this could be the fact, that ragamala paintings were copied, time 
and again. And, therefore, iconographies often remained the same, 
and only minute stylistic changes took place. 
'Ibid.p.36 
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However, to re-iterate Coomaraswamy, the effort always was to 
capture the primary sentiment or emotion inherent in a raga or 
ragini. This remained so everywhere, and more particularly, in 
Rajasthan and Deccan ragamala examples. Of course, differences 
there were, but those was limited to the interpretation of colour-
schemes, the arrangement of human figures, their features, dress and 
posture, and, also, the use of nature, its landscape, the sky, hills, 
plains, trees, animals and birds, and even architecture and house-hold 
furniture, all according to the painterly requirements of a particular 
miniature. 
Along with this, what is important to remember is that ragini 
names also differed in the two Schools, Deccan and Rajasthan. For 
instance, a particular Rajasthan ragini, was called by a different 
name in Deccan. And many names got discarded also. According to 
Ebeling— 
Rajasthani tradition regulars as Desvarati, Bairadi, 
Kamod, Pancham, Malsri, Malavi, Madhumadhavi, 
Gormalar and Bangal have all but disappeared as 
labels^.. 
At the same time, many names persisted, as Ebeling says, with 
reference to Deccan School— 
Sarang, Sorath, Kaiyan, Jetsri, Behag, and Adano are 
quite common in the Deccan*. 
'Ibid., p. 104 
' Ibid. 
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Colour and Form Compared in an Example Each of the 
same Raga and Ragini from Deccan and Rajasthan 
Ragamala Schools 
Raga Hindola— 
The swings, affixed to trees, in the rainy season stimulate the 
concept of this ragamala miniature. The season itself generates 
emotion. The generated emotion infact provides the incentive for 
raga hindola to be sung, as well as, visualized in a painting. 
Therefore, the raga has significant emotive quality to it. For 
instance, the raga has the nayak too visualized as present in this 
season, and the nayika is therefore, in full shringar. Cheer is the 
spirit. Playfulness is reflected on faces, a manifestation of hasya 
rasa and adhbhuta rasa. The colours according to the rasa are dark 
brown, yellow, and white. This is the hindol sentiment in general. 
In the Deccan hindola, colour-schemes are different and 
distinct. Human forms have ra r / / t ra i t s . This is.plate-17. 
The Deccan version has sturdy trees. Their shapes have a 
pronounced rotundity. Although, here too, trees have leafy growths, 
yet as compared to a Rajasthan version they appear in bigger masses. 
The background is white. The flowers on trees are in bunches. The 
swing is tied to the branch of the tree on the left. It is huge and 
covers almost half of the swing plain. The floral patterns appear live. 
The red and blue colour-scheme of the floral motif is bold. 
The sky of the Deccan version of hindola is also slightly 
different. It is painted light brown. Below the sky in the background 
is a black-coloured panel, creating a perimeter or rather a 
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circumference. The background extends further. It is painted fresh 
green, creating depth and suggesting perspective. 
There is a rope tied to the swing in the Deccan hindola, and is 
worthy of appreciation for its art. The design of the rope, as also, its 
intricacies have been worked out in paint. The couple in the swing is 
dressed in orange and blue. The nayaka wears orange and the nayika, 
who is supposedly perched on the knee of the nayaka, wears a blue 
dress. The dress combination represents the emotional drive inherent 
in the raga. There are three tall and lissome ladies. The one on the 
left holds a tanpura and is supposedly singing. The two on the right 
are also in action. Both of them hold the ropes of the swing in order 
to give it rhythm. The girl on the extreme right has her leg rest on a 
flowerpot under the swing, probably to add force to the swing's 
movement. The rhythmic line that creates the human figures and trees 
is delicate and soft. The foreground has a geometrical pattern 
implying the extension of a wall in the background. 
The Rajasthan example is plate-18. Supple line drawn human 
forms, and, rich-colour-schemes are the characteristic features of a 
Rajasthan ragamala. A hindol version visualizes a rainy season. The 
sky is blue and cloud-full. The zigzags of the clouds have white and 
a pinch of light brown. The latter reflect thunder. Rain drops too are 
visible. 
In this Rajasthan example, the trees are in full bloom. Leaves 
have been individually attended to shape the trees. There is variety in 
the depiction of leaves. The colour of the leaves has various shades 
of green, which adds elegance to the raga picture. There are flowers 
also. They are painted in bright orange. Animals are perched on 
trees, including also a monkey who too seems to enjoy the melody. 
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Peacocks on trees are also part of the scenario. A structure for the 
swing has consciously been included. The swing is painted orange. 
Human figures, supposedly Krishna and Radha, are seated on the 
swing. A garland hangs around Krishna's neck. Krishna has been 
painted blue. His dress is yellow. Radha is skin-coloured and her 
dress is orange in colour. There are four more girls standing on either 
side of the swing. The one on extreme left holds a vina in her hand. 
The lady next to her and the one after her have their hands on the 
swing, to move it and provide rhythm. The last lady stands 
fascinated. The gaze in the eyes of these beautiful and elegant ladies 
is that of enthusiasm. Distance has been attended to too in the 
foreground. A panel of grey comes between the foreground and the 
centre. The flowers in the foreground are painted in rich colour-
schemes. 
Thus, the over-all composition in both Schools, create the 
atmosphere so characteristic of raga hindola. Individual colours 
signify the ethnic look in the two compositions. The human forms, 
and their gestures justify the environment of the raga created by the 
artist. All in all, the archetype of joy, cheer and playfulness with 
hindola, as swing as symbol, is given visual depiction in colour, line 
and form. As sonal dramaturgy, it was sung as a dhyana, 
contemplating a deity in the same state of joy, cheer and playfulness. 
Raga Mai kails— 
An important ragas listed as one of the six main ragas in 
Hanuman's table. Majestically, the Nayika sits on a throne, enjoying 
music. He is offered beetle (paan), by one of the beautiful ladies that 
surround him. 
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The theme and sentiment of the raga has to be passion in both 
Schools. The colour-schemes are also almost the same; they are 
striking, rich and sensuous, communicating the passion of the raga. 
However, the arrangement of the compositions is different. 
The Deccan version of malkaus which is plate-19, has little 
architecture as compared to its Rajasthan counterpart. The former, 
has uni-dimensional buildings while the latter, has tried a hand at 
perspective. 
The couple, in the Rajasthan illustration sits in a portico. This 
is plate-20. The portico is painted in bright red. It has been 
contrasted with green. Together, this combination has a warm impact. 
Red in any case, symbolizes passion. The floor is red, while the wall 
panel yellow, with a goa-takia kept against it. The bed is tempting 
and invites. The couple sits on a bed which looks antique. There is 
sweetness in the gaze of the couples' eyes. The eyes are large and 
beautiful. The couple is engrossed in each other's company, while 
another maiden rushes in to offer paan to the nayak. The two lotuses 
in the foreground symbolize the emotions of the nayak and nayika. 
The male figure possesses all the elements of a hero. His personality 
is majestic and handsome. He is a well-built man. The nayika is 
beautiful. Broad shoulders almost taper down to a narrow waist. Her 
eyes are expressive, lips thin, and there is innocence on her face. 
The Deccan example of malkaus is different from the Rajasthan 
example. The Deccan painting has the couple sit in a shrine listening 
music. Focus is on the near rotundity given to the roof of the shrine. 
To make it appear hanging, frills have also been added. But the 
colour red of the roof symbolizes the passion the eye encounters as it 
travels down. The couple sits appreciating music. Their appreciation 
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is reflected in the gestures of their hands. Maturity of line is 
manifest in the human figures. The lines portraying them are soft and 
rhythmic. There is elegance in these figures. Receding foreheads, 
beautiful and expressive eyes, curl of hair on the faces, all evidence 
perfection at its utmost. However, overlapping of figures is also 
seen. For instance, the lady musicians appear to be sitting over each 
other. But the girl clapping is lissome, and has an impressive figure. 
The colour red dominates the emotional Deccan example of malkaus. 
Elegant human figures dominate, drawn as they are, by a line that is 
supple, has flow, and is delicate. 
However, individual colour-schemes in both Schools send out 
vibrations the malkaus raga would create when sung. The theme is 
passion. Maturity of line strike the onlooker, looking at the human 
figures. The lines are soft and rhythmic. Faces have elegance. What 
malkaus, as sonal dramaturgy sang as expressive of profound man-
woman passion, is visualized in colour and form drama. It is once 
again an archetypal human context given master painterly attention. 
Sri Raga— 
Sri raga according to Hanuman's system is the fifth of the main 
ragas. The main concept inherent in the raga is of tranquility and 
happiness. A lord enjoys music. There has been a good harvest. He 
appears to have been the harvester. He is relaxed and relishes music. 
Thus, the emotions could be of schaantha and adhbhuta rasa. The 
colours are, therefore, yellow and white. 
The harvester, i.e., the lord, in both Schools takes center stage 
in the ragamala miniatures. Hand gestures and facial expression, are 
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however different, but both examples explain the emotive quality of 
the raga. Colour-schemes create the effect of a festive occasion. 
Certain marked differences in the examples from the two 
Schools are also very evident. First, the Rajasthan School. It is plate-
21. A unique richness of primary colours and gracious form, with 
delicate line are applied. A beautiful, handsome and good-looking 
nayak, supposedly a lord, sits on a throne. He reflects the qualities of 
a lord. Generally, it is of Krishna, as often in a Rajasthan School 
example. He has a receding forehead and a sharp nose with thin lips 
and almond shaped eyes. He holds a flower-bud in his hand. And the 
other hand is on the strings of the vina resting on his shoulders. The 
fingers seem ready to play the strings of the vina. The white colour 
of his dress are matched with the golden of his trousers and the red 
and green turban gives him an elegant look. The red and white of the 
throne adds power to his image. The back of the throne is high, 
painted in shades of orange. It has a golden border with tiger-head 
handles on both sides, significantly indicating royalty. The pedestal 
of the throne is curved and has deer-heads at its ends. The form given 
to the animal faces are exquisite. They appear too, to respond to the 
music. The shrine created above is painted orange with a mauve band 
and a golden kalas. Altogether, the colours convey a youthful, 
energetic, and royal image, characteristic in a Sri Raga illustration of 
the Rajasthan School. 
The man behind the lord, probably an attendant has a morechal 
in his hand. This servant is drawn smaller in size. But he appears to 
be an extended replica of his lord. The two musicians on the left are 
also dressed in rich colours. The master musician with a bent head is 
engrossed in playing the vina. A fellow musician in mauve, and 
210 
drawn slightly smaller, accompanies his master. The background is 
painted light green. The four trees in the background are all different 
in shape and size. The two peacocks perched on a tree appear 
delighted and even enchanted by the charm of music. 
The low sky is painted blue and displays intensity. It conveys 
the impression that the day is at an end. Birds in flight are in the sky. 
The birds also suggest that they have to reach their nests at the close 
of day. 
However, the Deccan interpretation, which is plate-22, is 
different. The Deccan version is simple in contrast to its Rajasthan 
ragamala counterpart. The lord, sits on a carpet against a huge goa-
takia. He holds a smaller gao-takia in one hand painted red. The 
smaller goa-takia is all curves and folds. This lord too, like his 
Rajasthan counterpart, is engrossed in music. But the intensity in 
expression is a little subdued. The lord's dress is painted pale brown, 
and the trousers are done in yellow. The lord's simplicity is reflected 
on his face. He is good-looking. The treatment of lines on the face 
too convey simplicity of personality. 
Also, the lord here sits outside a room. More of architecture is 
seen in the Deccan version. Infact, architecture almost covers the 
background, so there is little space for trees. The attendant, behind 
the lord is in green dress. He is without moustaches. Instant reaction 
to music can be seen on his face. His green dress along with the 
sturdy black o{ gao-takia signifies stability and permanence. 
There are two musicians on the left of the painting. The master 
musician holds a vina in his hand. His gaze is fixed on the face of his 
lord, probably, for appreciation. The master musician wears a dhoti. 
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He is bare at the top. His shoulders are covered with a green coloured 
cloth. He has flowing hair which are tied up at the back. It gives him 
the look of an ascetic. He has a beard. On the contrary, the other 
musician wears a donkey's head and holds a majirah in his hand. 
Two candles light the room. The sky is dark. The lush reds of 
the dresses and on the panels of the building, against the green carpet 
in the foreground implies light against dark. The rest of the world it 
seems is beyond and the present is full of music and light. 
The entire composition in each case in both Schools, 
successfully conveys the emotive quality of the raga which is of 
tranquility and peace, as also strength and passion. The music-
engrossed moods of the lords match the wavelengths of colour, as 
also, the microtones of music. The paintings, in each case convey the 
strength, passion, as well as the tranquility inherent in Sri Raga. 
Raga Dipak— 
This raga is one of the most reputed ragas. It is believed that 
raga dipak, if sung with its ethos in full grip and command, has the 
potential to lit lamps and light fires. It should because its emotive 
quality is the heat of passion. It is sung in the evening. 
A lord sits in the company of his beloved and listens to music 
in candle light. The painted interpretation of this raga varies from 
school to school. There are some instances where the lord is 
accompanied by his beloved and is shown appreciating her beauty in 
candle-light. 
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The colour of the raga is golden and the effect is accumulated 
with various lush colours of red and white. The rasa, therefore, could 
be vira and shringar. 
Now, an example each of raga dipak from Deccan (plate-23) 
and Rajasthan (plate-24) Ragamala Schools, compared for the use of 
colour and form in them. 
First, the Deccan version. This ragamala painting consists of 
simple, yet mature lines of the Deccan School. The format is clear 
and that it is raga dipak is recognized instantly. The lord with his 
beloved sits on a low bed under a qanaa't, outside his room. There 
are two musicians seated on the ground with their musical 
instruments. Another attendant sits besides the couple, below on the 
ground. There is still one more, who stands behind the couple with a 
morechal in her hand. 
The dress of the nayak is painted in bio-chromatic colours. He 
wears a white turban and green coloured trousers. The dress 
combined with locale jewellery gives him a characteristic Deccan 
look. The nayika wears a golden orhni and a dark green lehnga with 
floral motifs, which are in orange. There is a rich-coloured carpet 
which has a floral design printed on it. Two candles light the place. 
The light is reflected all over this ragamala composition. The painter 
is skillful in showing its presence and spread, not only on earth 
space, that is, the place where the lord sits with his lady, but also, 
heaven-wards well into the sky. The spread of light extends over the 
whole pictorial composition. Its brilliance ranges between earth and 
the sky. There is a fountain running besides the building near the 
couple. It has fish in it. The fish are shown running around in the 
fountain creating ripples in its water. 
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Further on, is a garden which has segments of flower-beds. The 
flowers are in rich red colour. There are trees also. The trees are 
green in colour. The form of the trees are delicate. Together, the lush 
profuse and extravagant colour-schemes, the human figures, as also, 
the vegetation look extremely elegant. 
The Rajasthan dipak, however, has little of these elements. The 
colour-schemes are bright and rich. Vegetation is sparse. The sky is 
dark, and the horizon is low. Distance is created by the hillocks in a 
corner of the painting. A river runs between the hillocks to the jalis 
of the building, where the couple is seated. The river becomes whiter 
as its waves near the hillock. 
The couple sits, totally engrossed in each other's company. The 
nayika's dress is quite similar to the dress of its Deccan counterpart. 
However, in the Rajasthan example the form and size of the couple 
are smaller than the rest of the layout. The carpet too is small and is 
painted blue. The floor is painted red. Together, these colours 
symbolize power and passion. 
The nayak and nayika 's facial expression belong to early 
Rajasthan School. The forehead and other features are done almost in 
a straight line. The eyes are large and beautiful. The gaze, into each 
other's eyes, suggests intensity of love. The white of the architecture 
is supposedly an inherent quality of raga dipak. Facial expressions of 
the two also reflect this. 
Thus, these two ragamala paintings are comparatively 
different in depiction. Yet, each depiction possesses all the qualities 
inherent in dipak raga, which in both examples is recognized 
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instantly, both being depictions of human passion at its effective 
tremulous. An archetype visualized in colour line and form. 
Megh Malhar— 
The raga is generally associated with the advent of rains. Its 
sentiment is a yearning for the beloved, as also, the desire for an 
opportunity to meet him. It is a joyful and happy sonal expression as 
a raga. Therefore, it is full of exuberance and enthusiasm. It is a 
combination of shringar 2ir\d hasya. 
Colour-wavelengths are lush and bright and correspond to the 
microtones of music. Every form, be it human or for that matter 
animal, or from the world of nature, await an arrival, so that even 
trees enthusiastically await the arrival as they all appear to, of megh, 
that is rain. Supposedly, fresh emotions, and thought-processes will 
wash off the past. And so too, will the beloved be there and enjoy the 
best of the season with the nayika. 
To begin with, let the focus be on a Rajasthan version of megh 
malhar. This is plate-25. The Rajasthan example has a virile 
intensity, characterized by glowing passionate colour, deft rhythm 
and robust simplification. Krishna, the depicted lord at the center, 
dances accompanied by gopis. Krishna is painted blue and his 
colourful dress creates vibrations, as it were. He holds a bunch of 
flowers in one hand, and in the other a morchal. The Rajasthan megh 
is full of greens. The high and low intensity of greens reveal 
prosperity, freshness and stability. The dresses of the nayika-
musicians are resplendent. The gaze in their eyes is full of pleasure 
and love, expressive of the passion in malhar. Even the sky seems to 
enjoy the season and the music. Rain pours freshness into nature. 
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There is a peacock perched on a tree. Its eyes suggest the 
pleasantness in the atmosphere, which clouds and rain in the sky, and 
the music on earth, abundantly help manifest. 
The Deccan version (pIate-26) is equally lush and exuberant. 
The colours are warm and charming. But the arrangements of forms 
differ. In the Deccan megh, Krishna is at the center, and the four 
nayikas are around him. It appears that Krishna has been surrounded 
by the nayikas. The Krishna-form is short, but the flow of line that 
depicts his body and clothes is awesome. Three nayikas have a 
musical instrument each, which are mridangam, daphli, and majirah. 
The fourth, in the right corner, holds another musical instrument. 
Three peacocks enjoy and dance. There is a pond in the foreground, 
which has lotus buds and flowers, which appear too to respond. 
Krishna and the nayikas, so it appears, are in a field. There is 
no perspective given to the field. Lush green covers the background, 
depicted as the field. The green is novel and suggests a striking 
freshness. The sky is full of clouds. The colour-schemes given to the 
clouds in the sky depict anticipated thunder and rain. The curves of 
the cloud and the use in them of a dark blue outline suggests roar. 
There is some suggestion of perspective given by a small building in 
the left corner of the painting. 
The two megh ragamala miniature examples, one from Deccan 
and the other from Rajasthan, are two different sides of the same 
coin as it were. The gestures are the same but the application of 
colours, as well as form varies. However, the emotive quality, as has 
repeatedly been said, is beautifully worked out. It is the megh rasa, 
the rasa of love, desire and joy, in each example all the way, once 
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again an quintessence is given a masters painterly attention, in 
colour, line and form. 
Raga Bhairav— 
This raga is the first in Hanuman system. Bhairav is god, the 
creator. Significantly, this raga is devoted to him. The rasa is 
schanta. There is tranquility and calm in the painting, contrary to 
bhaivrav's temperament of fury and anger. The ragamala painting 
contains a sweeter aspect of Bhairov 's nature. The colours are lush 
and rich. The forms are lyrical and rhythmic. 
The dramaturgy has bhairav himself staged as one of the 
components of the painting. The striking portrayal of the god is more 
obvious in the Rajasthan example as compared to the Deccan 
illustration. The colours are subdued but convey the ethos of the 
raga. There is intelligent use of line to depict form. Space has been 
distributed well, though some thought to perspective would have 
helped. 
To begin with, the Deccan School. It is plate-27. Bhairav sits 
on a throne, outside his chamber. He is painted light blue, probably, 
like Krishna. The dhoti he wears is yellow suggesting happiness. He 
has beautiful eyes, and the gaze of his eyes meet that of his wife. His 
hand rests on his wife's shoulder. The wife is supposedly, the nayika 
dressed in golden. She is in full shringar. She is applying sandal 
paste to Bhairav's body. She is slightly bent, the gesture of her body 
and hand abundantly demonstrate the use of the drawing-line, now in 
sensuous use in the Deccan School. There is another beautiful lady 
behind the nayak. She holds a utensil in one hand while another lady 
on the left sits on the ground. She prepares sandal-^&siQ for the lord. 
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There is a fountain running. The shape of the fountain is that of 
a shivling. An impressive Deccan architecture example can be seen in 
the chamber. The small boundaries erected to determine the 
dimensions of the fountain and the flower beds have intricate design. 
A beautiful garden, with flowers aplenty covers the back space. A 
tree is painted on the left. It is tall and sturdy.The composition is 
emphatically Deccan. 
It is a night scene. There is a full moon, and the white of the 
painting suggests moon light. Therefore, there is light in the 
painting. The horizon is high. An expansive dark blue sky with its 
white moon implies intensity of power and strength. There are clouds 
in the sky. A small white coloured door in the corner has helped 
create perspective. 
The light colours of the surroundings in the Deccan bhairov 
suggest rest and airiness. There is liquidity in colour depiction. The 
colours have enamel-like precision. 
The Rajasthan bhairav (plate-28) is different from that of the 
Deccan. Reds, blues, and black have been lavishly applied.The 
Rajasthan painting has been divided into two segments. The first 
segment includes bhairav and his wife. They occupy center space in 
the painting. Bhairav is shown under a roof of a qanaat', because 
strings appear tied at the edges of the qanaa 't. He sits on a tiger 
skin. He has snakes tied to his arms. A skull chain hangs around his 
neck. A river runs from his head. Also, a third eye has been painted 
on his forehead. These qualities, significantly, portray bhairov. A 
nayika, probably his wife accompanies him. An ascetic stands on the 
left. He holds a morchal to fan the couple. Trees cover the 
background. Tree trunks are visible through the qanaa't entrances. 
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The next segment has musicians. The musicians on the left are 
appointed for clapping, while the musicians on the right had musical 
instruments in their hands as if they play. One holds a vina, while the 
other a dholak. Also, there is a male chief musician and a female to 
assist him at the dholak. The chief musician looks up to the god 
while singing. Various meanings can be read into this. There is a 
fountain at the centre. 
There is no perspective in the foreground, but still the 
expressions of the human figures, their gestures, as also the intricate 
floral design of the carpet have delicacy in form. However, the 
colour division is ethnic, in typical Rajasthan style, and, more 
particularly its Amber variety. 
The raga is Shiv worship in sonal dramaturgy, and, in its 
painterly dimensions, both in Deccan and Rajasthan, communication 
of this sentiment is effective. 
Asavari Ragini— 
According to Coomarswamy, the ragini in effect is a pleading 
for the just redress of a grievance. The ragini is also a snake 
charmer. Therefore, karuna and hasya rasa can be attributed to it. 
According to its emotive value, the main colours are Indian rock, red 
and white. The painted version of the ragini is always recognized by 
its snakes and its show of the art of snake-charming. The colours are 
lush and sensational, since clear and rigorous. Form in general, and 
more particularly in asavari is magnificent. The colour intensity and 
lyrical form further intensify and accentuate the emotive iconography 
in this particular ragamala miniature painting. 
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The Deccan asavari (plate-29) has a clear format. The aesthetic 
quality inherent in this miniature is attractive and always invites and 
appeals. 
The nayika dressed in white, bejewelled with ethnic jewellery 
sits on a hillock. She has sharp features and a beautiful body. She is 
probably lost in thoughts of her beloved. A snake swirls in one of her 
hands, and in the other she holds a wisk. This is so because, the 
snakes appear so fascinated by her music, her beauty and her charm, 
that they are attracted towards her. 
The nayika sits on a hillock under a tree. The hillock is painted 
in a variety of greens. The combination of green with yellow creates 
freshness, and together with light blue of the sky, further accentuates 
the freshness. Even the tree, which has a dark green hue, stands firm 
and sturdy. Snakes hang on the tree. Infact, the trunk is intelligently 
covered with snake forms. The movement and swirl of their bodies 
add meaning to the ragini sentiment. Impression of rock-formation 
has been created by dark and light shades of mauve. There are rocks, 
also, spread around the tree, on the surface of hillock slope and 
beneath them separating the boundary of the hillock from its centre. 
Shadows are also visible in the water-stream that runs beneath the 
hillock. The atmosphere, as \Vell as, environment is invoked with apt 
use of line, colour and form. 
However, the Rajasthan asavari (plate-30) differs from its 
Deccan version. There is a great primitive vigour in these 
example.Primary colours—reds, yellows and greens are lavishly used. 
Here the nayika is painted in Indian red rock, and a white coloured 
patta is spread over her knees. The nayika, makes a snake drink from 
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a bowl. She holds the snake in one hand and the bowl in another. She 
sits under a tree, which is slightly bent towards her. There is another 
snake at a distance from the nayika. Snakes hang from the tree trunk. 
Some are on branches of the free too. 
The hillock the nayika sits on is different from the Deccan 
example, but the impression of rock-formation is also exhibited. The 
colour is mauve, outlined with brownish red. A brush at the horizon 
has also been tried. But it is high. Patches of clouds are shown in the 
sky. The horizon and the sky do meQt but on a higher periphery. 
These asavari, examples, one each from Schools, are different 
in colour-schemes, and the arrangement of form. But, both do 
successfully portray the emotive quality of grief, and the desire of its 
redress, the characteristic feature of the asavari melody. 
Kakubha— 
The melody is of separation. The rasa could be shringar. 
Therefore, the colour is brown. The expressions are of separation, 
pathos and longing. The nayika has come out all alone, probably, in 
search of her beloved. The intensity of her longing has made her 
oblivious to her being alone, and, even of her surroundings. This 
separation, yearning and loneliness, the painting abundantly 
communicates, through its colours and forms. 
The form of the nayika creates an impression of a search for 
the beloved. And, therefore, what is depicted is a lack of bother 
about her surroundings. She appears on an endless walk in this search 
for him. The form suggests her yearning and colours add more to it. 
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The Deccan kakubaha is plate-31. It is a nayika, tall and 
lissome, standing beside a river, or a stream in a forest. She 
possesses the descriptive traits of a Deccan lady of Bahamani days. 
She has a thin waist, long hair, and an attractive body. She holds a 
barchi in her hands. The nayika wears an ethnic orange-and-brown 
coloured lehnga. The frills and folds of her transparent orhni are 
typical of the Deccan style of the day, which was delicate, as well as, 
intricate. 
The receding, pale-green small mountains create perspective 
and space. The tree which is right behind her is in full bloom. It 
stands tall and sturdy implying that the nayika has just to turn back 
and she would, supposedly, find her beloved. But she is unable to 
respond to its welcome freshness. 
There are some trees of smaller shape also that help to create 
perspective. The horizon is low. But the sky which appears silent 
tells the whole story. It has been painted in different hues. The 
shades of orange, blue, and pinch of white are youthful and are very 
suggestive. 
On the contrary, the Rajasthan kakubha appears simpler. It is 
plate-32.The format is clear. But the nayika is painted more delicate 
as compared to the nayika of the Deccan illustration. The Rajasthan 
nayika has sharp, and beautiful features. She is short but has an 
elegant body. 
However, the background space has been taken up by a single, 
huge and big mountain. Therefore, vis-a-vis the mountain, the size of 
the nayika appears reduced. She holds two garlands. The two 
garlands are probably for her beloved and herself. Two birds a 
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peacock and a peahen, are on the either side of her. These two birds 
look up to the nayika and seem to approach close to her. There are 
suggestions of trees which convey the half-heartedness of the 
maiden. But the sky above seems to know quite a bit, and yet, 
appears helpless. The movement and the grief of the clouds also 
appear evident in the Rajasthan example. 
* 
The colour-schemes are cautious and intelligent, and are used 
to provide hints and create sensation, inherent in a ragini kakubha 
portraiture, be it in sonal dramaturgy, or, be it visualized as a 
ragamala painting. 
Ragini Bengal— 
She is one of the wives of raga bhairon, and has all the 
qualities significant of such a ragini, since she appears related in 
direct terms to the lord himself. The devotion in her and its 
culmination is for bhairon. The emotions included in it are schaantta 
and even bhayank. However, colours are soft and gentle. The 
arrangements of human motifs differ. All other forms suggest the 
impression of the presence of the lord. 
The Deccan version of ragini bengal, plate-33, has a temple in 
the middle of the painting. An ascetic sits outside the temple. The 
temple architecture is completely Deccan. The pillars, the high raised 
dome, the intricate minors are purely Deccani. The colour of the 
temple is subdued, but the patterns on the walls are in rich colour-
schemes. The door is yellow. The platform on which the ascetic sits 
is slightly of a different shade than that of the walls. The ascetic 
appears to possess all the qualities of bhairon also. He has long dark 
brown hair. He has been painted blue like the lord. He wears a tiger 
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skin and holds a kanwar in his hand. A disciple sits outside, and 
holds a takhti. The inscription on the takhti is being read out to the 
lord. The disciple is bare at the top but wears a red coloured dhoti. 
His legs are folded. He appears a devoted disciple. 
The background is made full of trees. There is variety in the 
depiction of leaves. Use of light and shade is abundant. The trees are 
painted smaller, as compared to the temple to create distance. Further 
still, perspective is created by the lighter shades of trees distinctly 
painted in the background. The sky above is shaded. The colour of 
the sky has variations. They are light and give an elegant look. 
Together, the arrangement of the entire composition, that is, its forms 
and colours are brilliant, and appear to be blended into such a variety 
especially for ragini bengal. 
The Rajasthan bengal, plate-34, has a different composition. 
The contents of this painting have been arranged on a different 
format. Side-view architecture of the temple has been depicted. The 
temple covers almost half of the miniature painting. The dome of the 
temple is slightly on a flatter side as compared to its Deccan version. 
The second half of the painting has a devotee completely engrossed 
in prayer. He sits on a black-coloured skin. A tiger sits outside the 
platform, near the temple, quiet and very calm. 
The background has a lush green tree, adding to the painting 
abundant freshness. A darker green depicts the garden area. The 
small segment of horizon conveys distance. The sky is plain and 
simple. The sky begins with the temple chadja. The dome is painted, 
and the dark coloured line on the dome conveys movement. 
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Altogether, both Deccan and the Rajasthan ragini bengal have 
all the elements necessary to depict the primary sentiment in the 
ragini. The bond between devotion and a devotee necessary for 
bhairon puja is apparent in either painted version. It is a sentiment, 
earlier sung as sonal dramaturgy as a ragini. It is an archetype 
indeed, in Hindu terms, of worship and devotion. 
Ragini Todi— 
The main raga is malkaus. The rasa is shringar. It is once 
again the anguish of separation. The colours are golden yellow and 
white like a kunda flower. The solitary maiden is so depressed by the 
separation that only music can be a healer. Yet again, the maiden is 
so engrossed in her music that the most sensitive of animals come 
close to her. It is the beautiful music of the maiden that attracts the 
deer and the gazelle. Painterly rendering of the human and animal 
forms themselves communicates the primary sentiment of the 
yearning because of separation. 
The colours of ragini todi are resplendent. They are lush, and 
attractive. The wavelength of a colour blends with that of the 
microtones of music. The form given the solitary maiden is elegant. 
Nature depictions, as also, architecture are significantly placed. 
First, the Deccan ragini todi. It is plate-35. It is on a horizontal 
format. It is awell composed composition. It is filled with pathos. 
This Golconda version has a lissome maiden reclining by a tree, with 
a Vina in her hand, deeply engrossed in her music. There are, also, 
two other maidens, probably her sakhis who appear interacting with 
each other. Their facial expression and hand movements suggest a 
search for their friend, the utka nayika in the building itself, while 
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she was out in the garden. They are surprised by the gazelle, deer and 
peacock, who surround the yearning nayika musician. All animals, by 
their gaze, it seems, are struck by the nayika 's presence as well. The 
sky is dark and clouds auger rain and thunder. The thunder is 
depicted by a golden outline. The colours of the sky create a 
dramatic impression, suggestive of what is happening on earth. The 
white and red dress of the maiden against a dark blue of the sky 
suggest strong emotion. These colour-schemes successfully represent 
the emotional overdrive. It is an example of fine sensitiveness of 
observation. 
On the other hand the Rajasthan todi example has a clear 
different format. It is plate-36. The semicircles created by the trees 
suggest a forest. The maiden, lost in her music and unaware, comes 
near a pond in a forest. The pond has lotus flowers in it. The colour 
of the pond is light blue and its water is painted to appear clear. The 
nayika, by her music, has attracted deers near her. Animals in the 
Rajasthan example are often restricted to gazelle and deer, while in a 
Deccan version, there are peacocks and other birds also. 
The colour of the trees is novel in the Rajasthan variety of 
ragini todi. A sense of freshness is felt. The stark dark greens of the 
trees against a white of the clouds in the sky suggest health and 
prosperity. Also, the white and blue of the sky give a calming and 
restful effect. However, the utka nayika seems oblivious to all 
movement and gesture, for, she appears engrossed in her music. 
The emotive-quality of ragini todi has been effectively 
portrayed in the two different visualizations of it of the two Schools. 
The prominent forms of the solitary nayika, and the sympathetic 
gazelle and deer are central to ragini todi. Visual expression is given 
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to yearning, loneliness and expectation, earlier sung as dhyana 
shloka to welcome the ragini deity to descend to earth. 
The two identical themes have been beautifully depicted with 
different lines, forms, and colours, so that, it is difficult to decide 
which one of the two, that is the Deccan or the Rajasthan example is 
the better in its line, form and colour visualization. In both 
illustrations the situation visualized is given very apt idyllic 
interpretation. 
Ragini Bhairavi^ 
Bhairavi is the melody of worship and devotion. It is infact, 
Vishnu worship. And so, the nayika has to be very particular about 
herself, before offering her prayers. The rasa value inherent are 
schaantha and shringar. Therefore, the emotive quality is of calm 
and tranquility. The maiden is as it were, all decked up, dressed and 
ornamented and even in terms of thought and emotion, prepared for 
worship. Emotionally, as well as physically, she should be perfect 
before she gets into the spiritual cast. Therefore, painterly attention 
to colour arrangement is exclusive. It very well catches the sentiment 
of the ragini. The supple lines help draw human figures. Nature and 
architecture in general are delicately portrayed. 
In the Deccan, example, which is (plate-37), a tall and lissome 
lady sits befote a shiv mandir. She is elegant and beautiful with 
delicate features. She has long eyes, a pointed but delicate nose, and 
thin lips. The nayika image satisfies the demand of what was 
standard Deccan beauty. Dressed in orange and green, she holds a 
majirah in her hand. A shivling is in her front. The temple too has 
Deccan architecture with its long triangular domes. Besides her, is 
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probably her sakhi. The colour of the sakhi's dress is changed to 
contrast with the colours of the nayika's own dress. A basket full of 
lotus petals is kept near them. There are animals seen in the 
foreground. A cow sits comfortably near the platform of the mandir. 
The platform is a designer one. It is decorated with green and yellow 
floral motif, and has a border of rich yellow. Even the general border 
has a red floral motif. A boundary wall is at the back of the nayika. 
This is so, to give the impression of a temple enclosure. Furthermore, 
this wall separates the temple from the garden area. The boundary 
has a variety of trees. To create distance, trees are painted smaller. 
The sky is blue with a small band of clouds. The horizon is high. 
In general, the use of colour red is aplenty. Its contrast with 
green and yellow is elegant. Passion and energy at devotion are 
indicated in the Deccan bhairavi. The workmanship is bold and 
precise, and the composition very imaginative and emphatically 
Deccan 
On the contrary, the Rajasthan bhairavi, (plate-38), is on a 
clear format. Space has been used for architecture. The nayika sits 
before a temple. Her sakhi stands besides her and holds the puja 
thali. 
The nayika has beautiful features. She has large eyes and a 
long nose almost in a straight line with the forehead. Lips are thin. 
The dresses of both ladies are colourful. However, the temple is 
small and the shivling is kept inside. The white of the temple 
architecture and that of the jalee are typical Rajasthan 
characteristics. The colour white implies tranquil and calm and the 
effect is serene and quiet. The black of the shivling, stands out 
against a white platform. 
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Behind the temple are trees lined up in a row, suggesting 
greenery. They are thick and in small clusters. Besides the trees, is a 
hillock, again in white. The river, which is almost white, is on the 
left. Still on the left are small mountains. Strokes of green on the 
mountain appear to be far off trees, and are used to provide depth and 
perspective. 
Thus, a comparison between the two Ragamala Schools, 
Deccan and Rajasthan, becomes obvious. However, both have 
successfully depicted the emotional quality of ragini bhairavi, which 
is devotion and worship. But the Deccan version is more colourful 
and its lush colour contrasts with its Rajasthani counterpart. 
Ragini Basant— 
As has been said earlier ragini basant is a human reaction to 
the season of spring. More so, because the nayika's presence has 
made the season more live and exciting. Exuberant use of colour, 
line, and delicate handling of form adds substance to the visualized 
ragini. The colour-schemes used in this particular ragamala 
miniature are fabulous, and together, with the iconography; hold up 
the painterly strength of the visualized ragini. 
In the Deccan basant version, the Nayika dances with a 
beautiful nayika in his arms. It is plate-39.The two are deeply 
involved in the dance. Their postures evidence it. They wear 
resplendent dresses and have delicate features and shapely physiques. 
The zigzag lines created in their dress are suggestive of the 
movement. The figures are tall and beautifully proportioned.There 
are two more ladies, each holding and playing a music instrument. 
One has a vina, while the other holds a mridangam. The other two 
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female beauties, very near the couple probably hold the puja 
preparation utensils. One has the mala and a dipak, while the other 
holds a flower vase with a plant in it. 
Red colour is spread on the foreground. The platform where the 
festive occasion takes place is black in colour. A small marbled wall 
painted grey is at the back. Above it is the red frame that has a 
qanaa't tied to it. But a fence separates the background from the 
foreground. There are trees seen in the background and contrasted 
colour birds are perched upon them. The sky is light blue and clear. 
It also appears to enjoy itself. Thus, every form becomes a part of a 
grand festive occasion. 
On the other hand, the Rajasthan version, (pIate-40), has 
Krishna himself, playing the nayaka. This participation of Krishna 
appears authentic, as the longing has ended and the beloved 
incarnated as Krishna, is the happy consequence. Krishna is painted 
blue. His dress is in rich contrast with his body colour. The dance 
posture of Krishna is rhythmic and vigorous. The human figures are 
less in number as compared to the ragamala's Deccan variety. 
Each female musician holds a musical instrument. One has a 
maj'irah, but the mridungum in the Deccan example is replaced by a 
dapphli. The third lady holds a gulal-spray in her hands and is 
spraying it on others. The gaze of all three is focused on Krishna. 
The background in painted high and in lush red. There are 
peacocks perched on the top of a red hillock. Much of the space is 
taken up by the colour red. There are trees also against a dark black 
panel, that helps the green come out as attractive as ever. The sky is 
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silent. It appears that the rain has stopped and a new clear and clean 
sky also participates in the season's festivity. 
The use of colour red is intelligently handled in both Schools. 
However, the Deccan version stands out because its stark colours 
sharply contrast each other, giving full opportunity to its forms to 
look elegant. 
Ragini Vilaval— 
The nayika decorates, puts shringar on her, while she waits for 
her beloved. The nayika expects him any moment. She should put on 
all ornaments and complete her shringar before his arrival. Shringar, 
as has already been studied in detail earlier, is applied to attract the 
beloved, and at its highest, is itself a rasa. 
The colour-schemes, naturally are resplendent and the forms 
are lyrical and sensuous. The scenes are much simpler, but drawn 
with a sure hand.Emphasis has been given to the beautiful nayika, her 
dress and her posture. 
The Deccan vilaval is precise, but conveys its emotive quality 
brilliantly. It is plate-41. It has the tall, sharp-featured, elegant 
nayika sitting on a mondha, putting on shringar, as she looks at her 
reflection in the mirror, while attaching her ear-ring. The mondha she 
sits on is round in shape. Its green coloured table-cloth has white 
frills on it. The nayika inclines over a blue gao-takia. Beside her, are 
her attendants. The one on the left holds the mirror and her facial 
features are in profile. Another, who holds the shringar thaali is 
painted in half-face profile. The nayika sits outside her chamber 
under a qanaa't. The architecture is simple but the floral design has 
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Deccani traits. The qanaa't painted red, has a yellow coloured 
border. The sky is getting dark. It is in monochrome. 
However, the nayika in the Rajasthan version, which is plate-
42, is being decorated by others. Her female friends are putting 
shringar on her. The nayika sits outside her chamber on a square 
mondha. The platform of the mondha is white. She rests on the blue 
coloured gao-takia. The dresses of the ladies are all different from 
those in the Deccan vilaval. In the Rajasthan illustration they wear 
peshwaz which are rich in colour and the texture of their clothes too 
is revealed. It appears that it is brocade cloth. Paint works out the 
brocade design. Another attendant holds a mirror, in which the lady, 
i.e., the nayika looks up to her shringar. 
The nose of the nayika is pointed and long. The shape of the 
eyes is done in an earlier style. A barricade divides the foreground 
from the back. Trees are planted in a row. And the rest of the space 
has been utilized in a colour-scheme. A large part of the painting is 
painted dull red. Sun shines above this painted wall. A strip of white 
spreads the blue of sky. The white in the sky is suggestive of the 
time, probably, when the yearning ends. Once more in both examples 
an archetypal context earlier in sonal dramaturgy as ragini vilaval is 
given superb painterly expression. 
Ragini Gunkali— 
The main sentiment of ragini gunkali is longing and pathos. 
The nayika yearns for her beloved. The colour wavelength, according 
to its rasa-\dL\\xQ could be Indian rock dove. 
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The Deccan gunkali (plate-43) differs substantially from the 
Rajasthan version (plate-44). In the Deccan illustration, the nayika 
sits outside her chamber on a yellow carpet, depressed, but still 
arranging flowers for the beloved. The nayika is beautiful and has 
delicate features. The open space outside the chamber is painted 
Indian rock dove and has a geometrical pattern drawn on its floor. 
Each pattern is equidistant from the other. The design of the floor 
and the pattern of the building reveal Deccan elegance and creativity. 
In the corner are two pots on a pot stand. The nayika is busy 
plucking flowers from the garden. A small boundary wall separates 
the out-side world from that of the beautiful lady. Vegetation is 
painted thick and lush. Trees stand as if to form a wall. The sky has 
its shade of light but a sudden spurt of blue takes over. The brown 
lines of the sky and its silence reveal the whole story. The sky is 
evidence to the pathos of the nayika. 
The Rajasthan gunkali is completely different from its Deccan 
visualization. It has the nayika yearning in her garden, under a tree. 
The tree shields and protects her from the outer world. Conscious of 
beautiful nature around her, she sits with a bent head. Her posture 
reveal her yearning. The sky above is silent. In the Rajasthan 
version, the sky appears to be sad, quite in empathy with the sadness 
of the nayika. The nayika has beautiful eyes, a sharp nose, and thin 
lips. She sits quietly, withdrawing herself from the rest of the world. 
The evident difference in the Deccan and Rajasthan gunkali 
versions is due to their use of colour. In the Deccan gunkali, lush 
colours are used, while in the Rajasthan version, subdued colours are 
applied. The difference in form is also clear. There is also a vast 
difference in both colour and form arrangements between the two 
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compositions. However, in both instances sonal drama of ragini 
gunkali, as an archetypal expression of the sung emotion of longing, 
is equally well visualized in the drama of line, colour and form. 
Ragini Vibhasa— 
Vibhasa is the celebration of love. Both lovers enjoy each 
other's company and they are happy and contented. The nayak seems 
to want time to standstill. The enthusiasm is reflected in the pictorial 
composition. Colours and forms are elegant. And so, do colours and 
forms complement each other and thus successfully capture the 
emotive quality inherent in ragini vibhasa. 
The Deccan vibhasa (plate-45), has both the nayak and the 
nayika sit under a qanaa't. The straight lines of the qanaat, as does 
its rod, significantly stand firm. The nayak holds a flower studded 
bow. He wants to seize this moment of ecstasy. He wears an orange 
coloured angarkha and a white churidar. His angarkha is open, and 
the folded collar is painted yellow while the hanging ribbons are 
green. The colour application makes him look energetic and 
handsome. His cap is black. The style of his turban, cap, and the 
floral print on the gao-takia, are typical Tarif style. The beautiful 
maiden is dressed in black. The orhini is red. Her skin appears to 
glow with passion. There is another lady, supposedly the attendant, 
who holds a fan. This lady's dress is simple but colourful. All three 
faces have been depicted as a half-face view. 
The chamber behind the couple divides half of the background 
in the picture. The barricade is painted red. The barricade separates 
the garden from the front view. Two trees, significantly painted very 
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close to each other, are sturdy and yet appear delicate. The sky 
behind has been painted light red, white and blue. 
The Rajasthan vibhasa ragini has architecture cover the entire 
miniature format. It is plate-46. The architecture is Rajasthani. It is a 
huge big building. The white of the building suggests tranquility and 
peace. There is clarity. Still, some suspense appears suggested. The 
chamber of the nayika is on the left. She is lying on her bed and an 
attendant sits besides her being at her service. There is an air of a 
waiting-preparedness. 
The tall beautiful maiden, dressed in brown attire with 
shringara in place, lies in her bed. The gaze of all three maidens is 
on Krishna who stands in a door on the right. The nayaka, 
supposedly, Krishna, has his flower studded bow aimed at the nayika. 
The Nayika painted blue is dressed in white and golden colours. His 
sandals are given a folk look. Two musicians sit on the steps. One of 
them holds a vina. Flowers in bright colours are painted in a row in 
the foreground. These flowers have variety in colour, as also, in 
form. 
There is a marked difference in the Deccan and Rajasthan 
versions. The Deccan vibhasa has rich and lush colour schemes and 
orange dominates, while the Rajasthan counterpart has white 
dominate the whole painting. The arrangement of forms is superb. 
The architecture lines are clear and sturdy and human figures possess 
the vigour and strength of the drawing-line where required. Though 
markedly different, both examples depict in appropriate visual terms 
of line, colour and form what in sonal dramaturgy was interpreted as 
the dhyan rupa of an archetypal human context: the celebration of 
love. 
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Ragini Sarang— 
This ragini is at some places associated with Sarangdeva, the 
renowned musician, poet, and painter. The emotion inherent, is that 
of happiness, love and peace. Krishna is the nayak. The presence of 
the lover has made the nayika respond in this fashion. The emotive 
response is reflected in her gestures, her expression, as also, the lush 
clothes she wears. 
Sarang, is an old ragini also. According to Rajasthani tradition, 
ragini sarang has been replaced by ragini bhopali. But, it appears a 
very 'common name' in Deccan. Thus, the Krishna iconography is 
similar in both Schools. Colour-schemes in the Rajasthan illustration 
are rich and earthy as compared to those in the Deccan example. 
But form in Deccan is more refined, lyrical and rhythmic, and 
is manifest in the drawing line for which a miniature painting is 
known. 
To begin with, the Deccan sarang first. It is plate-47. Krishna 
has been depicted as the nayak of the painting. He was also one of 
the favourite heroes with the Deccan artist. Krishna dressed in 
yellow dhoti stands with his flute under a tree. He is painted blue. 
The orhni is green. He stands cross-legged. His posture reveals the 
Deccan characteristic in the supple flow of the drawing line. It is 
lyrical. Together with this lyricism in particular, and the colour 
contrasts in which he has been painted, what is implied is freshness, 
energy and movement. The hillock, on which Krishna stands 
accompanied by his gopis, is painted light mauve. The curves and 
flows of the hillock, and the small green plants, consciously put into 
positions in the painting, are generous. They breathe freshness into 
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the miniature. The orange of the nayika's lehnga, her transparent 
orhni, as also the golden dress of her sakhi, are resplendent. 
The expressive eyes, the curves of her body, the colour of her 
skin are elegant. Added to her elegance is the shringar she has done, 
just for the sake of Krishna. The shringar adds grace to her posture. 
Behind the hillock, it seems, is a river, which has lotus flowers 
blooming into it. There are ducks also. Perspective is provided by the 
river. Hillocks reduce in size as they recede in the background. 
Horizon is high but the space between the sky and the horizon has 
been painted in light brown, as if, to suggest a haze in the 
atmosphere. It also suggests that the day has come to an end. The 
white birds' flight implies this. Stark white clouds imply rest and 
calm. But the dark blue of the sky, it appears, is made to reflect 
power. 
On the contrary, the Rajasthan sarang has its sky painted light 
blue. A golden coloured sun has also appeared. It is plate-48. Clouds 
are at a zigzag, as if, receding. The background is painted red. The 
motifs of the green trees are appealing. An implication of festivity is 
created. Krishna, as usual is painted blue. He has got four hands, and 
in each, he holds a musical instrument. The tall, beautiful nayika, 
holds a thali, probably to ring a welcome. She has put on shringar 
for his sake. The gaze of the eyes of both the nayak and the nayika 
has typical folk elements. Krishna's shoes and the lady's pom-poms 
have a traditional look. 
The hillock in the Deccan illustration has been replaced by 
huge stones in the Rajasthan example. Krishna's cowherds almost 
cover the entire foreground space. 
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Thus, the Deccan and Rajasthan examples of sarang 
comparatively differ. The reason could be, that the Rajasthan sarang 
is a l?"* century painting, therefore, folk elements are evident. 
However, both school examples successfully express the emotive 
quality inherent in ragini sarang. This, they could do because of rich 
colour-schemes, as also, because the vigorous outline of their forms 
gives profound help. 
Ragini Gujari— 
Gujari has been interpreted in various versions in both Deccan 
and Rajasthan schools. Its main raga also varies. Infact, they even 
contradict each other. In Deccan, the main raga is malkaus, while in 
Rajasthan the raga is megh. The depiction of gujari depends upon its 
sentiment, that is, whether it is treated a malkaus or a megh. 
Krishna is the nayak, the hero in these paintings. In the Deccan 
example Krishna is present with the nayika, so the amazement and 
happiness is reflected on her face. In the Rajasthan illustration, 
Krishna's presence has been implied by the animals he grazes as a 
cowherd, the implication is of scores and hundreds as Vaishnav 
devotees. 
The colours in both miniatures are exclusive and rich. The form 
too is more refined and lyrical. And together, colour and form bring 
out the emotional content inherent in their respective ragas. 
The Deccan gujari, which is plate-49, has Krishna distracting 
women fetching water. Krishna has been painted on the left and the 
tall, lissome, elegant maidens line up in a row. These beautiful 
maidens, supposedly, had come to fill their water pots. Suddenly, 
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they were taken aback by Krishna's flute. The face, posture, and the 
movement of their eyes, gazing at each other in surprise, are evident. 
The vigorous drawing line of a miniature is once again manifest. The 
flow of the body language, including Krishna's is awesome and 
strikes amazement. Observation gets diverted recurrently, and eyes 
get stuck to the fluent body language, the rich colours of the clothes 
of the nayak and the nayika. The white of the background further 
helps generate the emotive quality so aptly represented by colours 
and forms. 
The Rajasthan gujari has the nayika's remarkable beautiful 
female form, sit under a lush tree, outside her chamber. The plate is 
50. She sits on a green coloured flower and looks divine, not any less 
than a goddess. She is drawn some what small but appears a queen 
musician who awaits her lover. The sakhi behind her, shapely and as 
beautiful as the nayika fans her. There is another lady on the left, 
holding a \ina in her hands. She is made to sit in the foreground. The 
cow and her calf on the right balance the foreground. The gaze of all 
three maidens is of yearning. 
The weather appears too to have changed. The nayak has not 
arrived. The architecture is typical Rajasthani. The heavy-leaved 
tree, also significantly Rajasthani, has been painted in various shades 
of green. Its form is sturdy, and is as high as the chamber roof. The 
light-hue leaves, blooming as they do, emerge as the emotion of the 
nayika. 
The pictorial compositions sufficiently match the emotive 
qualities of the ragini. The arrangement of forms reveals the ethnic 
and the traditional elements of art and of miniature painting in India. 
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Finally, both School ragamala examples of gurjari are 
masterpieces. They intelligently and elegantly reveal the archetypal 
human context of a yearning which the ragini depicts, be it as music 
or be it as painting. The visual depiction may be different in both 
Schools, but the emotive quality inherent in the ragini is given 
abundant artistic expression in both painted depictions through there 
use of line, colour and form. 
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CONCLUSION 
The thesis concludes that each raga has a primary sentiment or 
emotive quality which is visualized in a painting. The emotive 
quality is the rasa. Therefore, it is rasa or emotive quality that is 
made manifest in music, as well as, poetry and painting. Rasa or 
emotion determines the nature of the raga. Rasa is of nine kinds and 
covers almost all varieties of emotion. The Sanskrit for raga is ranja, 
which means to tinge or colour, and even colour the soul. Thus, the 
emotive quality of a raga has colour associated with iX. A particular 
emotion has an appropriate colour for it. Colour had wavelength as 
did sound, and therefore, also music. Raga is a music mould, 
delineating the subtlety of a rasa or emotion in its most appropriate 
sonal dramaturgy, rendered the level of thought as a dhyana 
formulation, the contemplation of the raga-deity. 
Dhyana formulations and Sanskrit quatrains provided the 
pictorial representation of Indian melodies. Sonants, consonants and 
dissonant blended with the wavelengths of colour. Music and colour 
correspondence is ancient. Indian musicologists from ancient times 
have had seven notes of music go along with seven colours. However, 
there was a specific technique used to mix colours in India. Rasa, in 
the raga, determined the use of colour. Vegetable dyes, and minerals 
were generally used as colour ingredients. Boiling, mixing and 
extracting were methods used to prepare colour. 
Along with these conventions of colour and music went the 
concept of Form. Indian miniature painting is known for its vigorous 
and sensuous outline. Form, is created in an artist's perception and 
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gets materialized into a 'form' via a line. The supple flow and 
strength of the reputed drawing-line has the potential to create 
archetypal and mythic meaning. The line helps create a form-
manifest, which may be read as a symbol, but which does not need 
anatomic-detail to look human. The form-manifest in a raga I ragini 
contemplation becomes the myth and legend in the particular 
ragamala painting. Significantly, the visualized 'form' possesses the 
required iconography of the emotion of a raga/ragini. The aesthetic 
adds pleasure to it. 
With these ideas permanently in mind and depending on 
availability, select ragamala examples from Deccan and Rajasthan 
Schools were read for there colour and form. They are master-pieces, 
and therefore, to play connoisseur with them, despite a researched 
thesis for support, was plainly difficult. Thus, when the exercise of 
actually reading these select examples was taken up, it was thought 
necessary to always remembet only how the painter-artist if either 
School reacted in terms of colour, line and form, to the specific rasa 
of a particular raga /ragini. Consequently, it became less a matter of 
determining which School was better. Rather, it was necessary only 
to see the painter-artist's reaction to the challenges of the School's, 
of putting into colour and form, the rupa contemplated by a dhyana 
in a particular raga. The painter-artists and School's being different, 
this reaction had to be different. These different reactions were to be 
the points of focus and record when noticed. This apart, colour, line 
and form could be compared in an illustration from one School only, 
and also, colour and form could be compared in an example each of 
the same ragaWagini from both Schools. This understanding of a 
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comparative study of colour and form is reflected in the, because 
while Chapter V focuses on an example each from both Schools for 
the comparative study. 
Finally, the following is a general description of how each 
ragamala illustration, read in this thesis, was approached. 
In some instances, forms in ragamala illustration from the two 
Schools are practically the same, and only colour-schemes differed. 
Colour-schemes were generally, in accordance to what the painter 
artist thought, best suited the sentiment, emotion or rasa being 
depicted in the painting. Colours used were both bright and dark. 
They were also often lush and rich, intensifying the sentiment. The 
potential of a colour to attract and appeal was abundantly exploited. 
However, its appeal varied from artist to artist, as is evident in both 
Deccan and Rajasthan Schools. Therefore, colour-schemes are 
different in the two Schools. For instance, at some places the colour 
of the shringar is supposed white. 
The format is often different also. It is generally vertical, 
though at times horizontal also. The Deccan School prefers the 
vertical format. The Rajasthan Schdol often opts for the horizontal 
variety and even for traditional folk variety. Form is in minor details, 
as well as, in the over-all composition. Nature and the animal world 
are given particular attention. Mounds, hills and hillocks, mountains 
and even holders and rock-veins are focussed. Grass, leaves, flowers, 
tree-trunks are attended to individually, as well as, collectively. 
Distant villages, the horizon, sky, clouds, and if necessary, also 
thunderstorms are noticed. Sky-form and colour often relate to the 
whole story, i.e., the rasa, or the emotive quality. Birds are shown 
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stationary as well as in movement, as also in flight. Peacocks, sit on 
branches of trees, or graze on the ground and in gardens. They get 
particular attention, with tails shown either in full flow, or, in the 
rhythm of a dance, with the painter-artist often giving special 
thought to the specifics of the peacock feather. Pea-hens are also 
shown, often as a part of a pair and even single. Deer could be at a 
trot towards the nayika, or running to her, fascinated by her music. 
Deliberate attention is tried over perspective, painting trees or the 
distant houses of a village smaller to establish distance. Architecture, 
which is more apparent in the Deccan School is also made abundant 
use of in order to show height and sub-space. It very often takes a 
considerable part of the painted space, more particularly in the 
Deccan School. 
The reputed drawing-line in Indian art, plays a significant role, 
in as much as its delicate and supple flow helps draw human figures 
particularly. It gives to the line-portrayal mythic proportion. 
Consequently, though the human figures may be read as symbols, 
sheer anatomy in terms of naturalistic detail is hardly found 
necessary. Human forms are in various postures, be they at a sitting, 
walking, lying, or even in a yearning and longing predicament, or, at 
heights of joy, song, dance and celebration. 
The challenge before the painter-artist was, forever, to put into 
the painterly effort as much as could help visualize the primary 
sentiment, emotion or rasa of a raga or ragini. 
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